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SCAN! Where the hell did this come from? Let 
me explain... 

Sometime last year. I can’t remember when ex- 
actly, I was approached by J.R. Bookwalter about 
possibly taking over the publishing duties of his 
movie magazine ALTERNATIVE CINEMA. At that 
time publishing had just started in it’s downward 
spiral and I wasn’t too sure about bringing another 
mag into my stable of publications. I pondered the 
idea for a while and then returned with an offer to 
take over the magazine... I was too late. J.R. had 
already signed a deal with a new video distributor 
called E.I. Independent. So the idea was dropped... 

A few months ago j.R. B{X)kwalter was planning 
to make his big move from Ohio to Hollywood 
and this time decided to sell ALTERNATIVE CIN- 
EMA lock, stcx’k and barrel. He again approached 
me to see if 1 would be interested. I knew the 
numter of readers wasn't anything tremendous and 
the publishing industry was in worst shape than 
the first time he approached me.- but I started get- 
ting ideas... 

If 1 were to take over the magazine completely I 
would be able to change the direction of it as well. 
AC had gotten pretty hostile in its last few issues 
and the magazine seemed set up more to promote 
the products for sale rather tlian anything else. 1 
started thinking... what if I were to get articles on 
how to handle various aspects of making movies, 
distribution, and even analyzing equipment. What 
if 1 were to give away free ads to actors, directors 
and others in the b-movie world to promote their 
availability. What if I were to offer free ads for 
people to sell their used equipment. I could turn 
the whole magazine into a meeting ground for all 
b-movie makers and the people that are just plain 
interested in all aspects of b-movie making. I was 
.started to get excited. 

After going back and forth with J.R. for a while it 
looked like we were finally honing in on a deal. 
My main idea behind buying the ALTERNATIVE 
CINEMA title as opptxsed to starting a brand new 
publication was that it already had an audience - 1 
wouldn’t have to .start from scratch. Plus, I was 
getting tons of Irack issues that I would be able to 
add to my stock of magazines that I have for resell. 
My offer was modest, but 1 felt it was fair... J.R. 
wanted to unload it and needed the money for his 
move... then E.L came back into the picture. 

Next thing 1 knew E.I. had bought out the maga- 
zine. 1 have no idea what J.R. got for the mag, but it 


was obviously more than what I had offered - All 1 
know was one day we were talking about arrange- 
ments of meeting on the interstate during liis move 
so I could pick up the .stock, and the next I find 
out I’m out of the running... 

I wasn’t pis,sed, you obviously go with the best 
deal. If J.R. was offered more money for the niaga- 
zine, he would lx? a fool not to take it... it was just 
that I had all these great ideas and had already told 
several people what 1 had planned to do. The.se 
people were equally excited and were already con- 
tributing things to the new AC 

I felt the whole basis of this joining of the b-movie 
community was too good to just forget... .so thus 
was the birth of SCAN. 

SCAN is going to be cc^mpletely supported by its 
readers... Hopefully you’ll like what vou see. sub- 
.scrilx? and keep it going. The pre-.sales on this first 
i.ssue were really pretty good and I’m e.xcited about 
the future. As 1 stated earlier - this will be a joining 
place for b-movie makers and enthusiast.s. If you 
have made movies and have ideas to share. let me 
know. Anyone that makes a movie is bound to 
learn things that are of value to other movie mak- 
ers, Also, you’ll want to put in your free ad tt) .sell 
your used equipment or list yourself in b-movie 
listing of actons, actre,sses, directons. producers, SPFX 
person., etc. So, in future issues of .SCAN you'll be 
able to pick up a copy and find who you need for 
your project and Ire able to contact them. This 
listing could prove invaluable. 

Future issues will be more in-depth on cameras 
and editing equipment. Also expect to .see lots of 
“making of” articles as well as interviews with 
people in the bu.sine.s.s. 

One thing I am really excited about is the joining 
of forces between myself and Ron Bonk of SAL'F 
CITY VIDEO. In our efforts to get low-budget films 
out to the people we are creating a new di.stribu- 
tion system where we both will put our efforts 
into the videos we acquire (see article on page 27). 

So, welcome to the first issue - 1 hope you enjoy it. 
I look forward to your letters and comment.s... be 
sure to write. We are still structuring the magazine 
and need to hear what you want to .see more of ... 
and less of. Only by your input will the magazine 
grow, and the b-movie industry pn>sper. 

Thanks for your support, 
Hugh Gallagher 
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TENDER FLESH RELEASED IN 
SPECIAL COLLECTORS EDITION: 

A deal has finally been struck with 
Brook Edwards Productions for the 
release of the special edition of Jess 
Franco's TENDER FLESH. Limited to 
250. this special collection includes: 
TENDER FLESH - the complete 
unedited movie, BON APPETITE: THE 
MAKING OF TENDER FLESH, The Eu- 
ropean Trash Cinema Special on Jess 
Franco with complete transcription of 
a 4-hour interview, Draculina #29 with 
information behind TENDER FLESH as 
well as an interview with lead actress 
Amber Newman. PLUS: A 100-page 
book with the complete script and 
photos from the movie (note: This 
book is being made exclusively for this 
collectors edition pack, and cannot be 
purchased any other way). All of this 
material is boxed together with spe- 
cial artwork signed and numbered by 
Jess Franco himself, accompanied by 
a certificate of authenticity signed by 
producers Kevin Collins and Hugh 
Gallagher. 

This fantastic collection is currently 
your only way you can see TENDER 
FLESH, and once this special 250 edi- 
tion is gone... it’s gone! This limited 


edition is available for $100 plus $5 
shipping from BROOK EDWARDS 
PRODUCTIONS, 2216 TROY ROAD 
#256, EDWARDSVILLE, IL 62025. 
(See back cover for advertisement). 
This special edition will only be avail- 
able through BROOK EDWARDS PRO- 
DUCTIONS. It will not be available in 
stores or wholesaled out to any other 
mail order companies. 

THE VICIOUS SWEET - A popular 
scream queen is abducted by her 
greatest fan. Stars Sasha Graham, 
Robert Licata. Directed by Ron Bonk. 
Produced by Jerry O'Sullivan. Release: 
Oct. 17, 1997 

DARK DESCENT - Anthology featur- 
ing early work from Salt City Home 
Video. Includes I'VE KILLED BEFORE 
and PERMANENT WAVES. Stars 
Theresa Constantine, James L. 
Edwards, Ariauna Albright, Jason 
Burke. Directed by Ron Bonk and Mat- 
thew Jason Walsh. Produced by Ron 
Bonk. Release: Nov. 17, 1997. 

GUT'PILE - After a hunting accident, 
a man's grisly remains return for re- 
venge! Stars Jeff Forsyth, Ed Mastin, 
Sasha Graham. Directed by Jerry 
O'Sullivan. Produced by Ron Bonk. Re- 
lease date not set yet. 

STRAWBERRY ESTATES - An expe- 



dition is sent into the closed grounds 
of a haunted former insane asylum. 
Stars Debbie Rochon, Tina Krause, 
Tom Minion. Directed by Ron Bonk. 
Produced by Jerry O'Sullivan/ Release 
date not set yet. 



SHADOW TRACKER - Vietnam vet 
hunts down vampires and an old army 
buddy who he fears is one of the 
undead. Starring Bruce G. Hallenbeck, 
Voni Powell. Amy Naple, Tom Ecobelli, 
Mary Guarnieri. Written, produced 
and directed by Joe Bagnardi. To be 
released on Halloween, (see page 32 
for ad). 

KITTY KILLERS - Borderline Enter- 
tainment presents zen, bondage, tofu, 
diapers, gangrene, poetry, beauty 
queens, murder, coffee, torture... 
KITTY KILLERS! Starring Frank 
Alexander. Tim Ryans. Dan Rowland, 
Mike Smith. Ronnie Sortor and 
Michelle White. Written and directed 
by Todd Reynolds. Available fall '97. 
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By: Debbie Rochon 


Don’t think you can walk onto 
a film set and give 50%, 75% or 
even 90%. If you can’t give it all, 
don’t give at all. Or it will surely 
come back to haunt you. 

In the business of acting there 
are a few important things to 
keep in mind. The composition 
of the performance is one of the 
most consequential decisions 
you’ll make. Every art form in one 
way or another strives to be like 
music. There is a beginning, 
middle and end to each piece, 
peppered with various crescen- 
dos throughout. The first thing I 
do when I pick up a script is 
graph the character’s experiences 
as thought it were a song. Every- 
body knows that any given char- 
acter will go through some sort 
of change during the course of 
the movie. The actor’s job is to 
clarify who they’re portraying 
and how everything that happens 
affects the character. For instance, 
in HELLBLOCK 13 I was given 
the role of Tara who is the ille- 
gitimate child of Charles Manson. 
She’s on death row about to be 
electrocuted , and at the top of 
the film she meets her execu- 
tioner (who is played by Gunnar 
Hansen ). Now the average person 
might think this would be a trau- 
matic moment in their life, but 
because of who Tara is, she is 
4 . 


thrilled to meet him. Tara loves 
death. Whether it’s death that is 
caused by her, or if it’s her own, 
she finds it very exciting. So her 
emotionality was high from the 
first scene. Seeing this peticular 
feature is a anthology, the story 
keeps coming back to our char- 
acters, giving us time to build the 
tension. Our segment’s premise 
Tara has written a book of hor- 
ror stories during her stay on 
death row, a number of them she 
channeled from the spirits of the 


women who had previously been 
executed there. She convinces 
Gunnar’s character to listen to a 
couple of tales before he escorts 
her to the chair. Gunnar, as the 
character, had to grapple with the 
possibility that the brutal stories 
she was telling could, in fact, be 
true. If you broke the scenes 
down even more you could say 
there are three ‘arrangements’ go- 
ing on at once; mine, Gunnar’s 
and the scene as a whole. If com- 
pared to music it would be a lot 



closer to a Bernard Hermann 
score than say Copacabana by 
Barry Manilow 

NUDITY You either like it or 
you don't. In my opinion a lot of 
actresses vSpend far too much time 
and energy denouncing it. It’s re- 
ally not worth all the press that it 
gets! Sexuality is a very large part 
of human nature and that’s what 
actors are hired for, to reenACT 
the human condition. I recently 
saw a film that featured a love 
scene between the two lead char- 
acters and they stayed completely 
clothed. They should have either 
dropped the scene if the actors 
didn’t want to make love on cam- 
era, or they SHOULD have been 
without costume. When was the 
last time you had sex and never 
took off a stitch of clothing? It 
would be impossible. Whether 
you are willing to perform naked 
or not it’s completely your choice, 
and I personally respect either 
decision. Don’t, however, make a 
career out of putting down those 
who do, there really is enough 
work for everyone. We all choose 
our own career path and by cen- 
tering yours around claims of 
what you do or don’t do really 
takes away from the real reason 
you want^ to be in the film busi- 
ness; to ACT. If you are cast in a 
film that requires nudity and you 
accept it, fine. Nudity has been a 
part of film making since the first 
roll of celluloid was threaded 
through a camera! Be confident 
in the decisions you make. 

Another aspect to consider 
when fleshing out your role is op- 
posites. This can be a very pow- 
erful tool. If you’re working on a 
comedy, of course you have to 
use tempo and timing, but to give 
an outstanding performance you 
must consider the tragedy. Where 
there’s one extreme there’s the 
other. In most cases your ‘oppo- 
site’ will be living and expressing 
deep inside the character creating 
conflict within. When I was work- 
ing on TROMEO AND JULIET I 
worked with potent polarities. 


My character Ness was hopelessly 
in love with Juliet, but knew deep 
down that Juliet wanted to be 
with Tromeo. Considering Ness 
was an unselfish p>erson, she was 
willing to not only let Juliet go, 
but help her get together with 
Tromeo so that she could be 
happy. Working with two ex- 
tremes really gives you a lot as 
an actor. You don’t have to wait 
for the conflict from the outside 
world to affect you, you’re already 
filled with feelings and the need 
to express them and that’s a good 
place to be as an actor. 

I worked for a long time in the 
theater before acting in film. 
Something that I found to be very 
challenging was the need to work 
quickly on a film set. I was accus- 
tomed to rehearsing for 6-8 weeks 
on a stage play, now I was being 
introduced to my fellow actors a 
few minutes before we were to 
shoot a scene! This can be very 
jarring if you’ve worked mostly 
on the stage. At first I felt very 
unconnected, but with time I 
learned how to work fast and still 
feel like I’m completely grounded 
in the situation. The bulk of your 
preparation will be done at home 
before you ever reach the set, but 
you really won’t feel completely 
comfortable untill you start work- 
ing with the other actors. Work- 
ing on low budget movies like 
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ALIEN AGENDA: ENDANGERED 
SPECIES and STRAWBERRY ES- 
TATES, it is too costly to have the 
actors brought into town a few 
days before shcK^ting, so you re- 
ally have to be open and able to 
work on the fly. What you’re able 
to express convincingly right on 
the spot will make or break a pro- 
duction that can’t fall back on 
costly special effects to save it. 
Megan, my character in ALIEN 
AGENDA, is an alien hunter and 
is faced with having to kill her 
own husband when he turns out 
to be an extraterrestrial. As 
Theresa in ESTATES I’m faced 
with the task of taking my own 
life when I become possessed 
with a poltergeist. In both cases I 
played emotionally charged char- 
acters which was really great! 
Why? Because everything you're 
feeling as the actor is usable as 
the character. If I’ve worked on 
my character but 1 still don’t feel 
comfortable playing the scene, I 
can use all of tho.se feelings that 
come up on set. Everything you’re 
thinking or feeling is usable! 
There’s never a single moment 
when you’re not feeling some- 
thing, whether it’s giddiness, rage 
or boredom! So when in doubt 
channel exactly what you the ac- 
tor are really experiencing into 
the scene. Truthfulness is the 
most important element to a 
memorable performance. 

One of the most valuable tools 
you can have as an actor is the 
ability to take direction. Even 
though you’ve prepared the role 
as you see it, you have to be loose 
enough to change your approach 
at a moments notice. There are 
three types of directors that I’ve 
worked with. First the actor’s di- 
rector. This director knows how 
to talk to an actor and work with 
him/her to get what is needed. 
The second is the ‘line reading’ 
director. He will give you the ex- 
act reading of each line and will 
exp>ect you to deliver them the 
same way he did. Although this 
is not the most creative way to 


work, you have to be able to lis- 
ten and translate what he’s say- 
ing so that it will make sense to 
you. The most important thing in 
this case is to try and stay con- 
nected even though you feel 
more like a monkey than an ac- 
tor. The third is the ‘absent’ direc- 
tor. This director just doesn’t give 
you anything. It can be confus- 
ing I'jecause you’re not sure if he’s 
silent because you’re right on 



Whether you are will- 
ing to perform naked or 
not it's completely your 
choice, and I personally 
respect either decision. 
Don’t, however, make a 
career out of putting 
down those who do, 
there really is enough 
work for everyone. 


track, or if he’s quiet because he’s 
not impressed with what you’re 
doing. This is exactly why you 
must be completely prepared 
before you arrive on set. Don’t ex- 
pect the director to flesh out your 
character for you. Some actors ac- 
tually think they’ll be ‘inspired’ 
once they start shooting their 
scenes. If you go into the work 
situation expecting no help you’ll 
be much better off. Then when 
you do get creative input, it be- 
comes a pleasant surprise! 


Most importantly: Love what 
you do. If you’ve accepted a role 
then it’s your job to treat it like 
it’s the most important film in the 
history of cinema, at least while 
you’re shooting it! Don’t work on 
a project if you don’t feel good 
atout it. Being positive through- 
out the shoot is the only way a 
proficient thespian should act. 
We’ve all encountered cast or 
crew members who complain or 
bad mouth the production or 
each other and this is truly un- 
professional behavior. I have 
never met a sour grape who went 
on to have great success! There’s 
no place for negativity in a cre- 
ative situation and we all need to 
strive to make the film as great 
as it can possibly be. 

1 would like to share with you 
quotes by famous actors who 
have inspired me. 

CHRISTOPHER WALKEN A good 
actor is like a racehorse or a 
Ferrari. If a cylinder is missing on 
a Chevy, it doesn’t matter much. 
But if something’s not working 
right on a Ferrari, it makes a big 
diTference. It’s the 3% that makes 
the difference between good and 
great.” 

KEVIN BACON “I get scared about 
my career a lot. 1 get scared that I 
won’t be able to handle a role. If 
I don’t work on it enough, half- 
way through the picture I freak 
out. I have a love-hate thing with 
the movie business. I see all the 
lies and 1 want to run off and not 
come back. On the other hand, 1 
feel so lucky that sometimes I 
have to catcli my breath.” 

KEVIN KLINE “Sometimes 1 think 
of quitting the business. I’ve al- 
ways had respect for people who 
can quit. I do love acting though, 
being able to live for a mw hours 
a day on a much more intense 
level. When I’m not working a 

art of me is dead.” 

REAT WILLIAMS Always give 
your best performance! Tliere’s a 
famous story: Billy Wilder told 
Jack Lemmon and Tony Curtis, 
when they were doing SOME 
LIKE IT HOT with Marilyn Mon- 
roe, that they’d better be at their 
best in every take because the one 
she’s good in is the one they’ll use.'” 
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WHAT 
ABOUT 
ACTORS? 


by Kevin 
Lindenmuth 


No matter which way you 
cut it, having decent actors can 
greatly help your film both in 
its quality and in its eventual 
sales. Of course, having a great 
script also helps, but that’s a dif- 
ferent article... 

For bit parts, nonspeaking parts, 
and extra bodies (as in crowd 
shots) you can use friends and 
even relatives. But for your main 
characters, use professional actors. 
How do you get them, you ask? 
Whether or not you live in a big 
city or a small town put an ad in 
the local paper or local actors 
paper, citing the types needed, call 
the local stage theaters and col- 
lege theaters to see if anyone is 
interested, and have them send 
you head-shots and resumes. 

To cast my first film, VAMPIRES 
& OTHER STEREOTYPES, I put 
an ad in BACKSTAGE (NYC’s ac- 
tors paper) and received thou- 
sands (!) of headshots from actors. 
I had to go to the post office in a 
van to pick up the three garbage 
bags filled with photos and it took 
me two weeks just to open and 
go through all the mail, then two 
solid weekends to have auditions 
and a following day for “call- 
backs”. In retrospect I think I 
spent a little too much time doing 
this and saw too many people. 

To cast ADDICTED TO MUR- 
DER I had several people cast for 
parts while I was still writing the 
script. Mick McCleery of ONE BY 
ONE FILM & VIDEO, who also 
played the demon “ERIC” in VAM- 


PIRES & OTHER STEREOTYPES, 
was in mind for the main charac- 
ter, Joel Winter, from the films 
conception, Laura McLauchlin, 
who made her debut with VAM- 
PIRES & OTHER STEREOTYPES, 
was cast as Rachel, the vampire 
friend. Rick Poli, another veteran 
of the same movie, was given a 
cameo as a building manager. 
Other assigned parts went to nov- 
elist/editor Gordon Linzner for 
the “expert on serial killers” and 
screenwriter/director Ron Ford 
(ALIEN FORCE, MARK OF 
DRACULA) as true crime novel- 
ist Polonia. For the other parts I 
put another ad in BACKSTAGE, 
though I didn’t receive nearly as 
much mail because I was more 
specific in my description of the 
parts. This time I kept the audi- 
tions down to one weekend since 
I had already eliminated many 
people from the headshots and 
resumes they sent. Everyone cho- 
sen from the auditions fit the 
characters very well, from Sewell 
Whitney as the tabloid TV host 
to Sasha Graham (recently of THE 
VICIOUS SWEET) as Angie. In 
fact, as soon as Sasha walked in 
and started reading the lines for 
Angie I knew she had the part, it 



just clicked. And I think she did 
an exceptional job as the evil vam- 
pire. 

As far as payment I was very 
up front and told them that there 
was none. This wasn’t to scam 
them or be cheap. It’s simply be- 
cause I didn’t have the money 
and didn’t want to promise them 
any that I didn’t or may never 
have. I said that in return for be- 
ing in the movie they’d get a copy 
of the finished video to use on 
their reel and that they’d get pub- 
licity in the various genre mags, 
which they did. Lots of publicity, 
in fact. Almost every magazine 
article, whether published in the 
U.S., England, Spain or Australia, 
used a photo of Sasha or Laura. 
Sasha even made the cover of two 
magazines, SHOCKING IMAGES 
and SAMHAIN (UK). Subse- 
quently these actresses got more 
auditions for other movie projects 
and cast in a few New York plays. 
To quote a recent issue of SHOCK 
CINEMA “Sasha Graham contin- 
ues to prove she’s one of the fin- 
est actresses on the indie scene”. 
She can be seen in Junior 
Bookwalter’s POLYMORPH 
(1996), my own THE ALIEN 
AGENDA; OUT OF THE DARK- 
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NESS, and Ron Bonk’s THE VI- 
CIOUS SWEET, which may be her 
best role to date. Laura moved to 
California several years ago and 
was recently the body double of 
the slain girl in Clint Eastwood’s 
ABSOLUTE POWER. 

In making your first few films I 
don’t think it’s necessary that you 
pay the actors, though do have 
them sign a contract with what 
you agree to do so that it’s all in 
writing. For any agreements or 
deals also have a written contract 
so that there’s no confusion 
about anything. Remember, 
you’re starting out in your film 
career, you’re probably investing 
all your own money and there’s 
a chance you won’t make this 
money back when the film is 
completed. So why should they 
be making anything if they’re also 
starting out? You’re all in the same 
boat. Also, money seems to distort 
things. You can pay them when 
you eventually make your Big 
Budget Epic... 

ABOUT AUDITIONS: 

1 ) When you have auditions it’s 
best to have “open” auditions and 
tell the actors to show up be- 


tween this hour and that hour. 
This will save you hours of need- 
less scheduling. If they have to 
wait a few minutes they’ll have 
to wait. Actors are used to wait- 
ing. 

2) Rent a space or get a space 
where there’s enough room to 
accommodate you, an assistant, 
and all the actors who show up. 
Check into local theaters for re- 
hearsal space-they charge fairly 
cheap hourly rates. Do not have 
auditions in your house, apart- 
ment or garage. This only suc- 
ceeds in making your feature 
seem like a cheap production! 

3 ) Do not give your home num- 
ber out to actors while you are 
still making casting decisions. This 
is a mistake-you’ll get calls all 
hours of the day and night. You 
call them and tell them the 
“when” and “where” of the audi- 
tion and what it’s for. 

4 ) Videotape the auditions and 
before each actor/actress audi- 
tions have them state their name 
and phone number. Also, have 
them write this down while 
they’re waiting. 


5 ) Type up a synopsis/descrip- 
tion of what the film is about, 
when it will be shot, and maybe 
some details about yourself and 
your “production company”. Also 
be clear that there’s no pay (this 
information should also be in the 
newspaper ad). Then make a hun- 
dred copies of this paper and 
stack them where the actors are 
waiting. This will save you hours 
of time explaining the same thing 
over and over, not to mention 
your voice box. 

6) Have the actors either do a 
monologue of their own or read 
a page or two from the script. No 
more than ten-fifteen minutes per 
person. It’s usually not a good idea 
to read lines-you’re not an actor 
and this usually irritates the ac- 
tors. Let them he on their own. 

7 ) Hopefully you can keep audi- 
tions down to two days. Just call 
the people back who you’re in- 
terested in casting. It’s understood 
that if they don’t get a call back 
they didn’t get the job. Such is the 
lot of the actor. 

8) After you cast the people you 


want to play the characters give 
them all a copy of the script to 
read because some of your first 
choices may bail out for various 
reasons. That’s why you video- 
taped the auditions, so you’ll have 
back up choices, 

9) If you have a bad feeling about 
an actor-if you see they have an 
obvious attitude or ego problem 
and that they may cause prob- 
lems during the shoot (such as 
quitting halfway through or not 
showing up!) I’d say not to use 
them. 

10) Do not cast your girlfriend or 
boyfriend in a role, particularly 
a lead role, just because they want 
to star in a movie. It’s hard enough 
making a movie without having 
to deal with the baggage that 
comes along with personal rela- 
tionships. To have them on set 
could be a problem. Recently 
there was a low budget director 


who put his girlfriend on the box 
of one of his movies (she wasn’t 
even in it!) and then had her star 
in his next two “opus’s”, which I 
think all but destroyed any sort 
of career or notoriety he may 
have had. Don’t make the same 
mistake! 

DIRECTING ACTORS: 

It’s expected that actors will 
memorize their lines-and they’ll 
come up with their own interpre- 
tations on how to perform and 
have plenty of questions about 
the characters. You should know 
all the answers to all of their ques- 
tions because you created these 
characters. Even though it may 
not be written in the script you 
know that such and such charac- 
ter was probably picked on in Jr. 
High School and that’s why he’s 
a serial killer-and so on. Actors 
will look to you for answers, 
which you, as a director, must 


have. 

Actors should also do things the 
way you want them to, how you 
envision them saying the line in 
that “movie in your mind”, match 
the reality to how you pictured it 
when you were writing the scene. 
My favorite thing to say on VAM- 
PIRES & O THER STEREOTYPES 
when an actor suggested some- 
thing for a character that I didn’t 
agree with was “That’s a good idea 
but that’s a different movie.” If 
they were persistent I’d shoot one 
take of the scene their way-tape 
is cheap-and when it came to ed- 
iting I usually ended up using my 
version. 

Conversely, sometimes actor’s 
suggestions can greatly improve 
the dramatics of a scene. Go with 
what feels right but don’t be 
overly influenced by other 
people. The one good thing about 
making an independent film is 
that it’s your film, not film by 
committee. 


MORE ABOUT ACTORS 

by Hugh Gallagher 


I’d like to give a flip side to Kevin 
Lindenmuth’s views on ca.sting for 
your movie. Although I agree with 
the majority of what was written, 
there are a couple aspects that may 
need to be approached in a differ- 
ent way, depending on your situ- 
ation. I’m basing my analysis on 
what happened to me... 

ADVERTISING IN THE 
LOCAL PAPER: 

Living in New York and living 
in Southern Illinois is kind of like 
comparing apples to oranges. 
When I was looking for people to 
be in my movie GORGASM I ran 
an ad in a local free paper simply 
looking for persons interested in 
being in, or helping out on a low- 
budget horror movie. The title of 
the movie or it’s theme was never 
mentioned. 

Although I received numerous 
replys (the majority unusable), I 
was amazed when I was visited 
by an undercover policeman who 
wanted to get to the bottom of 
10 . 


what I was doing. According to 
him, ] had to be checked out to 
make sure I wasn’t a child pornog- 
rapher or a Satan worshipper. 
How he came to these conclusions 
from this generic ad is beyond me, 
but I became very paranoid. 

Unfortunately most smaller 
towns associate anything done on 
video with pornography, and they 
are quick to assume that is what 
you are doing. Let’s face it, most 
smaller towns are pretty boring 
and are always looking for some- 
thing to shake things up... Give 
them the seed and they will grow 
a monster. 

Please simply take this as a word 
of warning. Evaluate your mate- 
rial and your town. Most places 
won’t care and will be excited 
about participating... but some will 
do everything in their power to 
shut you down, just to give them- 
.selves .something to do. You know 
your area, and you know your 
material - simply judge both be- 


fore making a commitment to 
have yourself exposed to your 
town and potential bad publicity 
and hassles. 

NUDITY: 

A lot of no-budget flicks utilize 
nudity to compensate for their 
lack of budget. It’s cheaper than 
SPEX, and quicker to shoot. 

Although you will probably find 
the majority of your actors for free, 
you will probably run into a 
money situation when you look 
for an attractive female to disrobe 
in front of your camera. Most of 
them want more than just “expo- 
sure”, and wish to compensated 

The big thing with no-budget 
movie makers is to offer percent- 
ages of potential profits from the 
movie to actors for their partici- 
pation. But, if you truly plan to 
pay. this can l:)ecome a Ixx^k keep- 
ing nightmare. In my own situa- 
tion I have found it cheaper and 



less headaches if you simply agree 
on a price right off the bat. That 
way once the movie is for sale 
there isn’t that natural assumption 
by the actors that you are making 
millions while they are only get- 
ting paid a pittance. If they know 
up front that they are getting “X” 
amount of dollars for their partici- 
pation, everything is cut and dry. 
If for some reason you don’t have 
the money and they want a per- 
centage of the profits, give them a 
cut off number. They get 10% of 
the profits until they reach “X” 
amount of dollars, at which time 
they will be considered paid in full. 

I know everyone is pinching pen- 
nies when they go to make their 
movie, but most people are will- 
ing to work for a reasonable rate - 
spending a few hundred dollars to 
secure someone that will help 
your end product is definitely 
worth the trouble. Most people 
that are remotely involved with 
movies know that there is mini- 
mal money to be made and usu- 
ally are pretty reasonable with a 
working price. A word of caution: 
Don’t pay til the movie is in the 
can! Giving someone a substan- 
tial advance or paid up front for a 
job may not show up when it’s 
time to shoot - and you can pretty 
much forget about getting your 
money back. Wait until all the 
scenes are shot with the person 
that is to be paid and when they 
are done, pay them. It’s pretty 
simple if you keep it simple. 

The big problem with nudity is 
for newcomers, they think they 
can do a nude scene but when it 
comes time to actually disrobe, 
they have a change of heart Be- 
ing apprehensive for first timers 
is understandable, but when some- 
one agrees to do a script as writ- 
ten they should do so! Nothing is 
more irritating than someone com- 
ing up to you saying they don’t 
feel they can do something, espe- 
cially after you have been shoot- 
ing with them for days and you’re 
too deep into it to kick them out 
(which they know). I tend to ask 
people if they have any problems 


with the script, are they prepared 
to do everything that is written, 
and do they have any questions 
or concerns about any particular 
scenes. It’s best to get this out in 
the open at the beginning than to 
get into a lengthy discussion when 
it’s time to do the actual scene. 

Obviously, if you get some brain 
storm in the middle of the movie 
and decide to throw in some bo- 
nus nude scene that wasn’t in the 
script and your actor begins to 
complain - well, you’ll probably be 
up shit creek. Unless you are able 
to talk them into it, you’ll prob- 
ably lose the scene, just as you 
expect an actress to do what is 



written in the script, the actress 
must be confident that you aren’t 
going to make major changes or 
throw in additional things in the 
middle of shooting. 

I have two memorable occasions 
where the nudity items came into 
play. I was acting as cameraman 
on David Williams movie METAL 
NOIR when we came to a scene 
where the lead actress was to 
make love to the lead actor. We 
had been shooting for days prior 
to this and the actress decided she 
couldn’t do the nude scene. She 
knew it was in the script, she had 
agreed to do it, but now she had a 
change of heart. After the direc- 
tor talked to her at length with- 
out any luck he sent the assistant 
director in, who in turn sent me 
in and we basically took turns try- 
ing to convince her to do the 
scene. Two hours later we started 
shooting the scene... A lot of 
wasted time trying to talk some- 
one into doing something they 


had already known about and 
agreed upon months before. This 
was her first time doing something 
of this nature - actresses that have 
been in the business for a while 
and have played such parts will 
usually give you little if any 
trouble, as long as you spell out 
what you expect them to do. 

On another occasion I was shoot- 
ing my movie GORE WHORE. 
There was a scene in the movie 
where the reanimated dead whore 
is sitting on the floor of her di- 
lapidated house with a big jar of 
blood from one of her victims. I 
had worked out this scene where 
the camera would circle her as she 
drank the blood and then she 
would spit the blood out on the 
camera lens and everything would 
fade to red into the next scene. I 
knew it would be very eerie and 
bizarre. We had shot several other 
scenes at the house and this was 
the last thing to be done. 1 had 
heard the lead actress arguing with 
her boyfriend complaining that 
she didn’t understand why she 
had to be nude for this scene! To 
tell you the truth, I never intended 
her to be nude for this scene, ac- 
tually I had never thought about 
it... I was too concerned with all 
the camera movements and never 
thought about what she would 
actually be wearing. Soon she 
came marching out with nothing 
but a pair of shoes on and sat 
down in the middle of the floor 
with nothing but a jar of blood 
covering her privates. I thought 
this looked so cool that I went 
ahead and shot the scene just like 
that - and I still think it is one of 
the coolest looking shots in the 
movie. But, if she would of talked 
to me prior to the movie and com- 
plained to me about not wanting 
to do the scene nude, I know I 
would of said she didn’t have to. 

So, miscommunication about 
scripts can prove problematic for 
both sides of the fence - actors 
should take special care in address- 
ing any scenes they don’t under- 
stand or not clear on what is to 
actually happen. It’s best to iron 
out these things at the beginning. 


DO-IT-YOURSELF 

PYROTECHNICS 






by Ronnie 
Sartor 



The first thing I shot for RAV- 
AGE was a squib test. Special ef- 
fects man, Frank Alexander 
showed up at my place one sum- 
mer day in 1995, anxious to dem- 
on.strate the new squib design he 
had been working on. For our 
previous movies, SINYSTER, and 
LIVING A ZOMBIE DREAM, the 
bullet-wound effects, (done by a 
different person) were much too 
explosive. Those black-powder 
bombs totally obliterated blood 
packs and costumes. Frank knew 
of my disappointment and aver- 
sion to using them again. 

We set up lights and the cam- 
era as he rigged the squib onto a 
dummy. Frank laughed as I held 
my hands over my ears. (The old 
squibs wreaked havoc on ear- 
drums, as well.) “Relax, these 
aren’t that loud,” Frank said, try- 
ing to reassure me. We rolled and 
he popped it. A silver-dollar size 
hole hurst through the T-shirt 
and the blood poured out appro- 
priately. Yes! 

What a rush! If there’s a more 
rewarding experience than see- 
ing effects accomplished on the 
.set, for me, it’s seeing it on the 
.screen. In other words, for in- 
stance, on the SINYSTER set 
when the squibs blew, blood 
spray speckled everyone in sight 
The former fx guys would say, 
"Yeah! That really worked, huh? 
There’s blood all over every- 
thing!” Well, yes and no. The 
blood’s there but it’s atomized! 
The camera can’t SEE it! 

Here’s how the new squibs 


work: First of all, gas up the car, 
‘cause the ingredients have to be 
gathered from all over town. First 
stop, the hardware store. In the 
plumbing section, get nylon end 
caps for a 1/2 “ pipe. This will l)e 
the base and housing for each 
squib. End caps are shaped like a 
very short bolt with a hexago- 
nal head The threaded area is 
hollow. This little reservoir will 
contain the explosive. 

Now truck over to the hobby 
shop and buy all of their model 
rocket igniters. They come in 
packs of three for a couple of 
bucks each. The manager will 
ask what the hell you plan to use 
them for when you tell him that 
you’ve just depleted his stock and 
that he needs to order more. 
(You’ll need them.) Don’t lie. 
You're making a movie! He just 
wants to be assured that you’re 
not gonna blow up city hall. 

Next stop, discount center. You 
know, Wal-Mart or K-Mart. Here’s 
where you get candles, cheap 
speaker wire, self-adhesive cork 
di.scs, and a 9-volt battery. Lastly, 
go to the magic/costume shop. 
Buy a pack of flash cotton. It’s 
expensive; about $30 for a small 
package, but it should last for 50 
or more squibs. (While you’re 
there, get some sparkling pow- 
der for blanks.) Hope your town 
has a good magic shop, ‘cause I 
have no idea where else to gel 
this stuff. You’ve seen flash pa- 


per? Flash cotton does the same 
thing. I must state that Border- 
line Entertainment assumes no 
responsibility for accidents in- 
volving anyone dumb enough to 
handle this stuff carelessly. It’s ex- 
tremely flammable! 



Place a small tuft of flash cot- 
ton (alx>ut the same amount as 
what you could pull off both 
ends of a Q-tip) in the bottom of 
the cap. Cut a pinhole in the cen- 
ter of the cork disc and carefully 
insert the filament end of the ig- 
niter through it. This filament is 
very delicate. When squibs don’t 
work, it's usually [because the ig- 
niter broke during assembly. The 
disc/igniter is then placed so that 
the filament touches the flash 
cotton. The disc forms a lid over 
it. Press the disc into the reser- 
voir so that it fits snugly. This is 
the tricky part and will require 
practice, so plan on wasting a few 
If it’s loo tight, lack of air be- 
tween the fibers sill prevent ig- 
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nition, and if it’s too loose, it’ll 
flame out. What you're doing, es- 
sentially is turning a flammable 
substance into a small explosive 
substance with the compression 
in the cap. But, there’s no way to 
gauge the right amount of pres- 
sure. 



With the disc in place, light a 
standard wax candle— unscented; 
oils in scented candles will de- 
feat your purpose— and drip wax 
into the reservoir until it’s full. 
Let it cool, then carefully attach 
a standard speaker wire. Now, 
your squib is ready for backing 
and blood. Stretch the blood 
filled condom over the round 
squib area as tightly as possible 
and secure with duct tape (Frank 
found some red duct tape, re- 
cently. Cool!) 

The squib is like a miniature 
gun. The cap is the barrel; the 
hardened wax is the projectile. 
The explosive pop forces the 
wax bullet through the blood 



and costume, but it’s weak 
enough to be relatively safe. The 
wires usually prevent the wax 
from shooting out very far, any- 
way. One time, however, a wax 
projectile escaped the squib 
when it blew and hit my hand. 
Ouch! It left a neat bruise, but this 
was the only casualty of 
RAVAGE. 

The last .step is to pre-score the 
costume. Actually, I cut an X right 
into the fabric about two inches 
in diameter. Use spray adhesive 
to stick the squib onto the cos- 
tume and secure with duct tape. 
(The most important piece of 


the flame is visible. The result is 
a cool jump-cut. I do a lot of 
jump-cutting in my movies, any- 
way. It’s just another part of my 
style! 

One advantage to making my 
movies here in the midwest is in 
that lots of people have gun col- 
lections. It’s never been a prob- 
lem to have enough weapons for 
our projects. We only use the real 
ones when the scene requires 
them to be loaded or fired. When 
guns are just being carried, 
pointed to, or dropped, plastic 
replicas are used. None of our 
9mm handguns have been “con- 



equipment, besides lights and 
cameras, is indeed duct tape.) 
With the costume on the actors 
you will need adjust the little 
flaps of fabric over the squib. Just 
lightly spray a bit more adhesive 
and stick it in place. If the cos- 
tume is white, you can stick some 
tissue paper over it to hide it fur- 
ther. 

Grab your battery and 
you’re ready for action! 

Several times, the squibs in RAV- 
AGE flamed. During editing, I cut 
those two or three frames where 


verted,” so we can only fire one 
shot at a time. If I want multiple 
shots fired, I make sure that char- 
acter is using a revolver. For one 
shot in SINYSTER, I had the ac- 
tor shoot real bullets from his 
9mm into a tree, because I 
wanted those multiple shots. But 
real bullets don’t emit the sparks 
and flame that we like to see, so 
that shot might as well have been 
from one of Bookwalter’s mov- 
ies. 

Our blanks are made from real 
bullets. Frank got lucky at one 
gun shop when the owner gave 
him some boxes of defective 
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it’s weak enough to be 
relatively safe. 


shells. They couldn’t be used 
“live" because they were cracked 
where the slug was connected. 
We pull the slugs out for blanks, 
of course, anyway! 

Simply remove the lead slug 
with vise-grips and dump out the 
powder and wadding. Stick a 
small piece of flash cotton or 
flash paper into the shall and add 
a dash of sparking powder. You 
may need to crimp the end of 
the shell to get it to load prop- 
erly. These blanks will shoot out 
three or four feet worth of spark 
and flame. 

Some of the gunshots were 
done with sparking squibs when 
we ran out of blanks. They were 
wired onto the end of a plastic 
gun and pointed at an angle 
away from the camera. There is 
one shot in RAVAGE of a police 
radio blowing up from a gunshot. 
Instead of destroying an expen- 
sive prop, we squibbed a small 
cardboard box with a cutout 
photo of a scanner radio from a 
Radio Shack catalog! 

At the beginning of RAVAGE, 
there’s an impressive bullet-hit ef- 
fect that shatters the rear-win- 
dow of a car. Automotive safety- 
glass is some strong stuff What 
we had to do, was throw a sledge 
hammer through it from inside! 
Some crew-members said it 
would be obvious. “We could SEE 
it!’’, referring to the sledge ham- 
mer- Yeah, but the CAMERA 
doesn’t see it! All you need is 
some ingenuity and you can per- 
form all kinds of cinematic slight- 
of-hand. 
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finished movie. Possibly the most 
exciting part of movie-making, be- 
cause you take everything you’ve 
shot and form it into a complete, 
hopefully sensible, story. And if 
you can’t do that easily, then you 
figure out ways around it. It’s 
the magic of editing - it can’t nec- 
essarily make a bad production 
good, but with enough hard 
work, it can make a bad produc- 
tion watchable. 

WHAT A DEAL! and CITY OF 
THE VAMPIRES I can lump to- 
gether, because they were shot 
and edited pretty much the same 
way, in the summers of 1992 and 
1S>93 respectively. I used the JVC 
707U SVHS camera after investi- 
gating around a bit. I liked this 
camera because of the quality of 
the colors, and also the ability to 
override all the functions - white 
balance (actually had three pre- 
sets as well, which made it very 
handy), f-stop, AGC, manual 
zoom and focus. Plus it would 
hold all these settings even in 
standby mode (The Panasonic 
AG455, in contrast, won’t hold the 
white balance, and doesn’t have 
manual zoom, but the picture 
quality is top notch). I would set 
the camera to automatic, let it get 
a reading in the room, then lock 
down the iris. I would then stop 
it down a stop or two, which 
would cut down on hot spots 


(overblown areas of light). Once 
the projects were ready, I would 
edit them together between the 
JVC camera or a Panasonic AG455 
and a Panasonic AG-1960 SVHS 
VCR. I had the AG-A95 edit con- 
troller from Panasonic as well, but 
it can not shuttle back frame by 
frame with the Panasonic camera 
(and doesn’t even work with the 
JVC), which became very annoy- 
ing. So I dispensed with the con- 
troller, and went manually be- 
tween the two decks. This would 
involve me finding a cue point 
on the raw footage, counting 
down in my head until I hit “2”, 
then kicking the record deck into 
motion, and hoping for as tight a 
cut as possible. Since this method 
was so inaccurate, especially 
when it came to very tight, quick 
edits, it would end up taking 
several tries. I had to repeat some 
cuts so many times that it glitched 
the original raw footage! Need- 
less to say, it was very tedious and 
nerve wracking, but eventually I 
got the project done as best I pos- 
sible could. 

As 1 edited, I ran the whole thing 
through a Video Toaster 2000 and 
the Personal TBC III on a Com- 
modore Amiga 2.0. To show you 
how naive I was at the time, I 
thought that I would need the 
TBC in the Amiga to keep the sig- 
nal steady from s-deck to s-deck. 
I had simply gone off the word 
of the salesperson (silly me!). So 
I edited both these projects 


through the Toaster, when it 
wasn’t necessary, and degraded 
the picture quality that much 
more (when editing, the less items 
you run the source material 
through before it reaches the 
record deck, the better). After 
that was all done, 1 then ran a new 
master copy off my ultimate mas- 
ter copy, and sent that off to be 
filmlooked. From that new 
filmlooked master, I than made 
four new masters for duplication. 
So right away, the video was al- 
ready down like 5 or 6 genera- 
tions It ended up resembling low- 
end super-8 film (if there is such 
a thing...). 

WHAT A DEAL was never 
filmlooked, and I just made four 
masters of the original master, so 
the image stayed pretty sharp. 

I was back in prt^uction in late 
summer of 1994 with PERMA- 
NENT WAVES, the first segment 
of an anthology (at the time, 
called DARK SHOW) I was plan- 
ning to shoot over the next year. 
Each segment was going to be ex- 
perimental for me in some way - 
one was straight forward in con- 
cept, but crazier in the shot and 
sound selection; another would 
be b-fw on film; another was go- 
ing to be completely from the 
camera’s pov (an idea that latter 
evolved into STRAWBERRY ES- 
TATES); and a last segment would 
involve one actor in one location 
and no dialogue and trying to 
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make the story as interesting as 
possible by using the camera to 
explain what was going on. I 
started with the easiest of the seg- 
ments - a straight forward horror 
story, shot selection inspired by 
the ideas Raimi had set forth in 
THE EVIL DEAD. The reason for 
this was simple: on CIT^ due to 
all sorts of extenuating circum- 
stances, I felt like I didn’t get any- 
where near my original vision for 
the story. If I looked at that movie 
as an outsider, I wouldn’t see any- 
thing that would wow me, or I 
would want to try and duplicate 
in a future production. It didn’t 
inspire anything in me. As the 
production on that one fell apart, 
I quickly cut down on the more 
difficult shots and made it plane, 
simple and quick. In other words, 
boring! There are few moving 
shots, no odd angles high or low, 
no elaborate light setups. So 1 felt 
like I had not even remotely come 
close to reaching my original vi- 
sion for the story, and I had to 
see if I could do that under 
simpler circumstances. See, I 
argued with myself internally 
that it was the outside problems 
that lead to the disaster known 
as CITY OF THE VAMPIRES, and 
not because I lacked any sort of 
vision or talent for filmmaking. I 
felt I could really make an impor- 
tant, well-done movie, and CITY 
made it look like I could barely 
find the record button on the 
camcorder! Now, if I put myself 
in a secure locations, without 
worry of outside interference, 
with actors that were totally 
dedicated and not just out for the 
money, and I still made a bad 
movie, then it was time to get out 
of the business and start working 
my way up the McDonald’s cor- 
porate ladder. But if I came close, 
if I improved on my mistakes (it 
was okay if I made new ones, just 
not the same ones), if I proved to 
myself I had a vision and it wasn’t 
completely my fault CITY sucked 
the big one, then I would 


continue to pursue this idea that 
I could be a filmmaker. The seg- 
ment could still be crap, and I had 
told myself, promised myself, that 
I would never release another 
piece of crap again (I only did so 
with CITY to complete the circle 
- I learned production with that 
movie, hands on, and it also gave 
me something to learn about the 
distribution end as well), but as 
long as it showed definite im- 
provement, and it did, I would 
continue to trudge forward. 



The JVC was off for repairs, so I 
decide to shoot with the 
Panasonic. It was simple shoot 
involving four actors, one house, 
and a heavy handed story line 
about a woman trying to escape 
the specter of her dead, abusive 
husband. In it, I went more for 
the terror than the horror. I kept 
trying to think of different ways 
to carry out the suspense, to let 
things build. But I also experi- 
mented with different ways to 
shock the audience. I needed to 
get comfortable with the camera 
and where I was going to place 
it. I needed to use it to tell the 


story, with little dialogue. If I 
could explain what was happen- 
ing by showing it rather than hav- 
ing someone sitting there telling 
the viewer, then I would always 
take that route. It was shot in one 
month’s time, and overall I was 
pleased with it. It was a definite 
improvement over CITY (one of 
my current partners can’t believe 
I haven’t released it - he likes it 
that much!). But at the time, be- 
cause of elaborate special sound 
effects needed, I wasn’t able to 
complete it. Besides all that, I had 
received a call to go out and DP 
THE SANDMAN in Ohio, and I 
would just barely have enough 
time to finish shooting and rough 
edit the movie before heading 
that way. My quick cut (in a 
week’s time, believe it or not!), 
between the camera and deck 
again, brought it in at 65 minutes, 
and I considered releasing it as a 
feature. But there were some se- 
rious chunks of it that didn’t 
work, and I felt the short routine 
was the way to go. My plans for 
the anthology were temporarily 
shelved, but I knew I would get 
back to it someday. 

After strictly working on the 
production of THE SANDMAN, I 
produce another short called I’VE 
KILLED BEFORE. It was again 
shot with JVC 707U (as was THE 
SANDMAN), and was a PULP FIC- 
TION-esque story or a woman 
who tracks down a serial killer 
to learn his evil ways. It was in- 
tended as a show reel to present 
to potential investors for raising 
funds for larger projects we were 
planning. With I’VE KILLED, I got 
my first taste of editing nonlin- 
ear, and I was instantly spoiled I 
would never go back! I edited on 
ADOBE PREMIERE on an 
associate’s Mac computer. With 
Premiere, I could cut exactly to 
the frame I wanted, with no slip- 
page. After we experimented 
around with different ways of 
inputting the video to and out- 
putting the video from the com- 
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purer, I learned that if you 
brought the video signal in at 
screen, with a very low compres- 
sion, then outputted it at full 
screen, that you had a very real- 
istic l6mm filmlook. The only 
problem was that if segments got 
too long, it would drop an occa- 
sional frame here or there, result- 
ing in a jittered picture from time 
to time. So 1 cut it together on 
the computer, going into this soft- 
ware blind (lucky for me, 1 had 
worked an internship a' couple 
summers early where they had 
used a similar program - only 
their software ran like $75,000!), 
and offed each segment to s-vhs. 
I took it online then, and had an 
editor cut it all together to 
Betacam. An associate did a 
rather quick sound mix, sending 
it back on the left hi-fi channel 
of a vhs tape (Though apprecia- 
tive of his efforts, 1 was displeased 
with this mix and am redoing for 
the new release ). I was then sup- 
posed to have this sound mix 
transferred back to the betacam 
tape, but I couldn’t find a place 
that could do it (to transfer it back 
from just one of the hi-fi chan- 
nels was a strange request for 
most of these places...?). It had 
come out well, and I used it to 
help secure actors and crew on 
my next project. 

Late that summer of 1995, I 
headed back to Syracuse, New 
York to establish my business and 
start work on a new movie. Keep 
in mind that so far, all I was 
known for was CITY and all I was 
known as was a really bad direc- 
tor. I had a lot of work ahead of 
me, but had learned a lot over the 
past couple years, and knew what 
I wanted and didn’t want to do. 
So I set about establishing con- 
tacts in my area to help me make 
my movies. Immediately, my 
main two partners today came 
along - Jerry O’Sullivan (the mas- 
ter madman behind the upcom- 
ing horror romp GUT-PILE) and 
Jeff Forsyth (now in pre-produc- 


tion on DEEP FIRE!). They too 
shared my love for movie-making 
and dreamed of making their 
own movies. I sent them CITY 
I’VE KILLED BEFORE, THE 
SANDMAN, and they were im- 
pressed - shot on video movies, 
packaged in a nice slick box, 
shrink wrapped, the whole 9 
yards. If I could get their support, 
if they would help me take my 
real first serious shot at making a 
God’s honest movie, then I would 
return the favor regardless of the 
results. And these guys proved 
totally dedicated, with knowledge 



Producer Jerry OSullivan watches on as 
director Ron Bonk discusses a shot with 
Sasha Graham in THE ViaOUSSWEET. 


in production work, with 
connection for fellow crew, actors, 
locations. I couldn’t have asked 
for two better partners. 

So, we teamed up and set about 
to make THE VICIOUS SWEET, 
the movie that I would hope 
would establish me as someone 
to keep an eye on in the indie 
scene (When I make LITTLE SIS- 
TER, my vampire epic, that will 
hopefully wash the bad taste of 
CITY out of every vampire lover’s 
mouth). 

VSWEET ( for short) was shot on 
the JVC camera, and edited on a 
IBM computer (Pentium, 133nihz, 


32 MB RAM), with 6 gigs of space 
(I am using a Q-Motion PCI lx>ard, 
but it is not the best, so if you 
decide you want Premiere, call 
Adobe and ask them what cards 
they recommend. Call these 
places and see if they have any 
deals on their card coming 
bundled with Premiere and pos- 
sibly Adobe Photoshop - which 
allows for digital effects on the 
video segments). I could upload 
to the computer about 45 min 
worth of footage at a time (almost 
all of it at full-screen, since I pre- 
ferred to maintain the highest 
quality coming off the computer 
as possible, forgoing the my film- 
look process which grained the 
picture a little too much for my 
tastes), which 1 would cut down 
into segments 1 to 5 minutes long. 
This cut down on the frame skip- 
ping when I eventually offed the 
footage (the longer the cut, the 
better the chance the computer 
would have more difficulty pro- 
cessing it). To keep the computer 
freed up for space, I would off 
this finished segments to an 
Iomega Ditto 3200 backup tape 
drive. After about three months 
of editing, I had the movie cut as 
far as I could take it with my sys- 
tem, so I rented a Betacam SP 
deck (ran me $300), and pulled 
all the footage off in one long 
weekend. 

The Betacam tapes were then 
shipped off to fellow-filmmaker 
and good friend Kevin 
Lindenmuth (ADDICTED TO 
MURDER, THE ALIEN AGENDA), 
who tagged all the segments to- 
gether with his frame accurate 
equipment. Overall, it helped me 
to hold onto the best possible 
quality from the s-vhs master 
tapes, and it certainly is one of 
the sharpest looking s-vhs mov- 
ies ever made. With the added 
filmlooking process from Kevin’s 
system, most swear it is I6mm 
film. And though I hate to have 
to market this movie as anything 
but a shot-on-video epic (I’m try- 
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ing to help bring the format some 
respectability), it will help to land 
more distributors who thumb 
their noses at any project, regard- 
less of professionalism, made in 
this format. 

In between everything else, we 
also shot a short movie called 
LESS OF TWO EVILS for the 
LOOKING FOR RICHARD 
nationwide contest (We were one 
of five finalist for it as well, with 
Al Pacino being the final 
judge - but no, we didn’t 
win - but Pacino saw our 
work!). I didn’t find out 
about the contest until De- 
cember, with the deadline 
being at the end of the 
month, so in two weeks I 
wrote the screenplay, re- 
wrote it three more times, 
and the with the help of my 
usual movie partners, as 
well as relative newcomers 
Ed Mastin and CJ Young, we 
cast and secured our loca- 
tions for this mini-epic. We 
shipped Sasha back out here 
to Syracuse, and over one 
weekend shot the entire 11 
min story (1 also figured 
that if I was hauling Sasha 
back out here from NYC, 
then 1 would reshot a 
couple scenes I was very 
unhappy with lighting wise 
in VvSWEET). I edited it to- 
gether in a week, bringing 
it on to the computer at 
screen for my patented, 
cheap, decent looking, immediate 
filmlooking. But because it was 
a 11 minutes long, and it would 
skip frames before playing the 
whole short, and I wouldn’t have 
time to go online (especially since 
almost every on-line editing 
house in my area was closed be- 
tween Dec. 24'^ and Jan T'), I had 
to off the segment at 15 frames 
per second. That way, if there was 
any skipping in the frames, it 
would l^e totally unnoticeable. I 
didn’t like this look, since it was 
almost like a strobe, but most 
people seemed to think it looked 
T8. 


pretty good, and fellow film- 
maker Steve Ballot (THE BRIDE 
OF FRANK) said it was the most 
realistic filmlooking he had ever 
seen. 1 managed to finish every- 
thing and over-nighted the com- 
pleted short with about one day 
to spare. And surprise, surprise, 
we placed! 

We have basically been follow- 
ing the same format for our last 
two movies - STRAWBERRY ES- 



TATES, starring Debbie Rochon 
(ABDUCTED 2, TROMEO AND 
JUILET) and Tina Krause 
(PSYCHO SISTERS) and GUT- 
PILE. 1 have also been re-editing 
PERMANENT WAVES to be in- 
cluded in the DARK DESCENT 
anthology with I’VE KILLED BE- 
FORE. Editing on Premiere allows 
me 99 superimposition tracks (for 
special effects) and 99 audio 
tracks. It has not only allowed 
me to beef the segment up with 
some neat digital work (ran into 
Photoshop as a filmstrip file, then 
worked on frame by frame), but 


1 also have been totally redoing 
the sound track and layering in a 
lot of sound effects. In addition, I 
have Creative Wave Studios, 
which allows me to manipulate 
the sound effects, as well as some 
built in filters in PREMIERE, like 
“Echo,” to manipulate the sound. 
Overall, it plays much better than 
it ever would have if I edited it 
my old way, and it is getting a 
better sound mix than the newer, 

far larger VICIOUS 
SWEET. It might just be 
my most polished work. 
But with editing on GUT- 
PILE, STRAWBERRY ES- 
TATES, and then the 
director’s cut of KILLING 
SPREE, the stuff I’m doing 
in WAVES will seem like 
mere child’s play! 

And that pretty much 
takes you up to date. We 
hope to move on to digi- 
tal production and editing 
in the short future. Hav- 
ing a digital camera and 
editing with your com- 
puter would be ideal - 
you don’t have to down- 
load the footage on to the 
computer because the 
camera works like an ex- 
ternal hard drive. Just cre- 
ate and EDL (Edit Deci- 
sion List), and the com- 
puter cuts it all together 
in one shot, reoffing it 
back to your tape on the 
camera! 

Watch for our future produc- 
tions over the next year: THE 
WORLD VS. SONNY AND GINO, 
LITTLE SISTER, DEEP FIRE, 
SPOOK HOUSE, KILLING SPREE 

2 and I AM VENGEANCE! 

All the movies mentioned above 
(except CITY OF THE VAMPIRES 
- which is on permanent morato- 
rium) are available or will be 
available through Salt City 
Home Video at 315-452-9702, 
b-movie@ix.netcom.com, 
www.b-movie.com, or P.O. Box 
5515, Syracuse, NY 13220, or even 
Draculina publishing. Visa or 
mastercard accepted. 
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lilNDENMUTH iGENDA 


By Franklin EM 

Photos courtesy oj Brimstone Productions 


Kevin Lindenmuth has become, 
perhaps, the most unifying force 
in the independent movies today. 
In a business that seems to treat 
back stabbing one’s peers as a vir- 
tue, Kevin has managed to write a 
book and release a three tape sci- 
fi anthology, all through collabo- 
ration with other filmmakers. 
Proving, once again, there is no 
room for a pompous attitude in 
this busines.s. 

“Nobody 1 deal with has an ego,” 
says Lindenmuth. “That lends it- 
self to collaborating: When you 
aren’t full of yourself. We all know 
what it takes and know how likely 
you are to get screwed. You screw 
around with people and that 
comes back to you, people won’t 
want to work with you. I think 
everybody involved has a real zero 
bullshit tolerance. Anything done 
for under a hundred thousand 
dollars is viewed by distributors 
as the same thing. We’re all in the 
same boat. You might as well 
make it easier instead of all the 
fighting," 

With just two features to his 
credit, (VAMPIRES AND OTHER 
stereotypes/ 94, ADDICTED 
TO MURDER/95) Kevin began 
networking early on. “What I’ll do 
is ni hear of a movie that I’ve never 
seen and I’ll write the filmmaker 
a letter and offer to swap one of 


mine for one of theirs. Usually 
they have no problem with that. 
We strike up conversation and 
wind up keeping in touch. That's 
how I met a lot of filmmakers. 

“It’s really great when you come 
upon people who think the same. 
That’s a big part of collaboration. 
You have to work with somebody 
who you can trust. A lot of these 
people I’ve never met in person, 
but I’ve talked to them on the 
phone for years. That’s a big part 
of it— Knowing you can trust 
somebody— Having seen what 
they can do.” 

Kevin’s book (ADDICTED TO 
FILMMAKING: INTERVIEWS 
WITH INDEPENDENT DIREC- 
TORS/McFarland & Co.) was his 
first attempt at working with other 
filmmakers. “At conventions a lot 
of people come up and ask ques- 
tions, and I get letters with the 
same questions. Answering the 
same questions over and over 
again, I figured there must a 
need for a book. I’d read all those 
other books on independent film- 
making, and they never quite rang 
true. They tell you ideally how to 
go about something, without go- 
ing into how to get equipment, or 
how to get your hands on things. 

Rather than just cover his point 
of view, Kevin sent his list of ques- 
tions to other filmmakers who’s 
work he respected. “There’s two 
dozen people involved other than 
myself. You have that many 
people answering the same ques- 
tion and all coming up with simi- 
lar answers, you say , 'Heck, this 
must l>e the way to do it, because 
all these people said the same 
thingf’ 


From there it was a natural trans- 
action to produce a movie to- 
gether. “They all expre.ssed inter- 
est in working on something 
when we would talk on the 
phone. That was something that 
was in the back of my mind. 1 
was thinking of a new project to 
do, but doing a whole feature will 
occupy over a year of your time.” 
But, what if he had other filmmak- 
ers shoot segments and incorpo- 
rated them into one whole? That 
way a movie could have nation- 
wide locations, and no one would 
ever have to leave home. He 
pitched the idea to the people who 
had responded to his book. 

“Because it was a short, it 
wouldn’t cost them as much as a 
feature. They didn’t have to worry 
about boxes, 1 took care of all that. 
My agreement was that they 
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would get a percentage, but I have 
to make my cost on boxes and 
publicity.” It seemed ideal. “The 
point is to make the money back 
as quickly as possible, so that 
you’re not losing anything. It’s less 
of a risk. You aren’t spreading 
yourself too thin, as these things 
don’t take a lot of time. The qual- 
ity is there because the filmmak- 
ers all know what they’re doing.” 

The end result of this project 
came to be known as THE ALIEN 
AGENDA, a three volume set tied 
loosely together by a similar 
theme, yet flexible enough to al- 
low viewing of the tap>es in any 
order. Rather than rehash the 
same story over again, Kevin chose 
to formulate each volume differ- 
ently than the others. The first 
tape released, OUT OF THE 
DARKNESS is very much a dia- 
logue driven drama, while the sec- 
ond ENDANGERED SPECIES, is 
action adventure in theme. The 
third, UNDER THE SKIN, is a com- 
edy action picture. Each tape fea- 
tures some of the best names in 
the independent world. 

The success of the now com- 
pleted ALIEN AGENDA series has 
given Kevin the inspiration to con- 
tinue in an even greater way “It's 
not going to be anthology, but two 
unconnected short stories back to 
back under the title of 
CREATUREALM. I came up with 
this idea, and liked it a lot, because 
there were a couple of shorts I 
wanted to do. They’re relatively 
easy to do. You only need a 
couple of weekends to shoot it.” 

Though still in it’s planning stage, 
the project is already creating ex- 
citement in the field. A few of the 
names who have expressed inter- 
est include Hugh (GOROTICA) 
Gallagher, Eric (SAVAGE HAR- 
VEST) Stanze, Tim (SCREAMING 
FOR SANITY) Ritter, Gabe 
(SHADOWDANCE) Campisi, and 
Ron (ALIEN FORCE) Ford. 

The key, Kevin insists, is build- 
ing a network of like minds. “Net- 
working is how all this came 
about. It helps if you have some- 
thing to show them. I think that 
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one reason it came together so 
well for me, is that everybody 
knew me from magazines and the 
movies. That helped. Somebody 
who’s never made a movie would 
find it a lot harder. 

“You should begin with people 
who live in your area. If you’re 
just starting off you need to have 
a crew that you can depend on. 
You have to have that down first. 
The test is to be able to do your 
own movie before you try to do 



Sasha Graham, Kevin Lindenmuth and 
Rick Poli from THE AUEN AGENDA: 
OUT OF THE DARKNESS 


one with somebody else.” 

Once you’ve gotten some expe- 
rience, conventions are a great 
place to meet like minded people. 
The cost may seem high, but the 
contacts you’ll make can be price- 
less. With everyone from indus- 
try names to independent distribu- 
tors in attendance, the question 
you need to ask is not if you can 
afford to go, but if you can afford 
not to. 

Kevin has also found that the 
mail is a great way to hook up 
with other filmmakers. “If you 
find someone that you may want 
to work with, write them a letter 
and send them your tape. ‘Here’s 
who I am, this is what I’ve done, 
do you want to work on some- 


thing together?’ Send-the-tape. 
You’re going to spend a buck fifty 
to send them information anyway, 
it’ll only cost you a couple more 
to send the tape along. It isn’t like 
you’re going to do it twenty times, 
you’re going to do it a couple of 
times. “ 

Should you desire to attempt 
such a vast project, the weight of 
responsibility lies upon you. It is 
best to get the groundwork laid 
before contacting anyone else. 
“You have to be very clear and up 
front with what you want to do. 
Have it all in writing. That way 
there’s no confusion,” says Kevin. 
“If you’re the one pulling all this 
together, you can’t sound doubt- 
ful And, you have to be able to 
handle all that without stepping 
on somebody’s toes. You have to 
be somewhat diplomatic. You 
can’t say, ‘Oh this stuff sucks.'” 

Make no mistake, there is a lot 
of work involved. But the end re- 
sults, when done properly, benefit 
everyone. Fans get more than one 
filmmaker per feature, and movie 
makers, of course gain exposure 
to fans other than their own. 

Perhaps you’re not interested in 
something this large scale, but you 
could use a little help with your 
movie in some other areas. “At 
this point,” Kevin points out, "it’s 
not really even about money. It’s 
finding somebody else who likes 
to do what you like to do, then 
swapping resources and bartering. 
Filmlooking for effects, stuff like 
that.” 

Regardless of which way you go, 
Kevin warns against getting dis- 
couraged The time factor, he says, 
will always be there. “Everyone 
has a full time job. Things happen 
that are beyond your control, and 
that pushes things back, it’s taken 
14 months to do three (ALIEN 
AGENDA) features. I wanted to 
do them all in three months. 

“You just really have to keep with 
it.” 

For further info on the works of 
Kevin Lindenmuth, contact: 

BRIMSTONE PRODUCTIONS 
3W 102nd St, Suite ^4B 
New York, NY 10025 



MARKETING YOUR FILM FOR A DISTRIBUTOR 

-OR- 

HOW TO MAKE YOUR FILM "TO DIE FOR" 

by Bill Cunningham 


You’ve spent your life savings 
producing the epic film 
“BLOOD BABES FROM 
BABYLON” and now you’re 
ready to begin the arduous task 
of getting a distributor inter- 
ested in your film. Interested 
enough to distribute it. Guess 
what? You lose! The time to start 
marketing your film to a pos- 
sible distributor is long before 
you’ve finished it. Otherwise all 
the blood, sweat, and lies will 
have been for nothing. 

Now you’re probably saying to 
yourself, “But isn’t marketing the 
picture the DISTRIBUTOR’S 
job?”. Well, yes and no. What you 
must realize as a filmmaker and 
producer is that it’s the 
distributor’s job to market the 
film to the AUDIENCE, but it’s 
your job to get the distributor 
interested enough in your pic- 
ture to commit the resources of 
his company to market your 
film. You sell him on your pic- 
ture and he’ll sell everyone else. 

So you’ve got to sell your pic- 
ture to the distributor. But how 
do you do that? The following 
article is a straight forward 
step-by-step overview of the 
marketing and promotions pro- 
cess. It is intended to give you 
ideas on how YOU can get your 
film promoted, sold and distrib- 
uted and hopefully reap some 
benefit from the whole process. 
It’s a tough business out there 
and it takes a savvy business 
person to navigate the whole 
deal. 

In trying to sell your picture 
to a distributor you must re- 
member the three things that 
are going through a distributor’s 
mind as he is looking at your 
film: 


1. IS IT PROFESSIONAL? Does 
the picture move along at a good 
pace? Are all the shots in focus? 
(You laugh at that but you 
should see the stuff that crosses 
my desk!) Is there a good sound 
mix? Is it shot on film or video? 
What gauge of film (l6 or 
35mm)? 

2. IS THERE AN AUDIENCE 
OUT THERE FOR THIS PIC- 

what you must realize 
as a filmmaker anct. 
producer Is that it’s 
the distributor’s job 
to market the film to 
the AUDIENCE, but It’s 
your job to get the 
distributor interested 
^nough in your picture 

a to commit die 
resources of his 
^ompany to market 
“ your film. 

TURE? If your film is only go- 
ing to appeal to a Lithuanian 
Goat Herder then chances are 
the distributor will pass. What 
genre of picture is it? Will it ap- 
peal to a broad range of people? 
What’s going to be hot in a year? 
That’s how far you have to think 
ahead sometimes (or even fur- 
ther). 

3. CAN MY COMPANY MAKE 
MONEY WITH THIS PICTURE? 

A distributor invests a lot of time 
and money and resources in or- 
der to make a buck. Are there 
enough promotable elements 
here in this film that will justify 


the cost? Are all of the rights 
available? 

Remember these three things 
and you should have little 
trouble finding the right dis- 
tributor for your film. Now how 
to do it! 

IN THE BEGINNING 

As mentioned earlier, the time 
to begin marketing your film is 
the same day you start 
pre-production. The first time 
you decide to make your pic- 
ture and have some of the ele- 
ments lined up - script, director, 
producers, financing - then go 
down to the local newsstand 
and pick up a copy of THE 
HOLLYWOOD REPORTER. In 
it you will find listings for films 
that are in pre-production, pro- 
duction, and postproduction. 
Call them up or fax and put an 
ad in. List the title, genre and pro- 
duction office address ( your 
place or a PO Box). You will be 
amazed at the amount of free 
stuff that will come your way. 

So you’re saying, “Why do I 
have to go through the hassle?”. 
Is it a hassle to get discounts on 
equipment? Actor’s resume’s? 
Crew resume’s? Product place- 
ment services? Tommy 
Faircloth, director of the inde- 
pendent horror comedy CRINO- 
LINE HEAD thought so. 
Through a small ad in HR he 
was able to get a discount on 
filmstock and services and ar- 
ranged with a small indepen- 
dent record label for music in 
his movie’s soundtrack. All for 
free! Tommy was able to gener- 
ate the first word-of mouth on 
his picture even before a single 
2T. 



frame wavS shot. 

Besides the fact you get all of 
the wonderful freebies in the 
mail, the ad in HR gives your 
production an “air of legitimacy” 
that you can use to further pro- 
mote your efforts to get your 
film to a distributor, You can 
show the ad to locals who may 
donate time and services to your 
production. More fuel for the 
promotion! 

At this point it is advisable to 
get yourself a PUBLICIST (you 
notice I didn’t say “hire”). They 
are the person responsible for 
the promotion and publicity for 
your picture. They generate the 
“buzz” that gets distributors com- 
ing to you instead of you hav- 
ing to hunt them down. But 
where to find one? (that will 
work for free). 

Go to your local college or uni- 
versity and check out the jour- 
nalism department. Introduce 
yourself and be up front about 
what you want. You need some- 
one who will work on your pic- 
ture as the publicist for free. Ar- 
range (if you can) with the de- 
partment an internship for this 
person so that they get all the 
school credit they deserve. That 
way, the person you pick will 
do a good job for you or their 
grade suffers. In many cases the 
publicist/intern can access 
school facilities - computers, 
photo developing darkrooms, 
etc. - which will help out tre- 
mendously in keeping the pro- 
motions cost down. It also 
makes your correspondence 
and whatnot look very 
professional. 

Work with your publicist on 
press releases, promotions, and 
dealing with the public for you. 
The best publicists I’ve found 
are those that refuse to take “no” 
for an answer. A good publicist 
generates an excitement for 
your picture. They are energetic 
and enthusiastic even when 
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they’ve had the door slammed 
in their face a hundred times, 
Choose your publicist carefully. 

DURING THE MADNESS OF 
PRODUCTION - 


While you are shooting, your 
publicist should begin research- 
ing and collating the informa- 
tion necessary to sell your pic- 
ture to a distributor. An excel- 
lent resource to have would be 
a Membership Directory for 
AFMA (formerly The American 
Film Marketing Association). 


Don’t overlook ai 
distributor just 
because yoU don'i|' 
know their company^ 
They could be thel 
small distributor who 
is lookins for your 
type of picture and 
give your film that 
4'personal treatment 
that it needs and 
deserves. ^ 


ArMA IS the organization of in- 
dependent film distributors 
who sell their product (films/ 
TV) to foreign buyers all across 
the world and here in the US. 
The directory lists all the mem- 
bers of AFMA and their ad- 
dresses. You may have heard of 
some of their members - 
Concorde, Troma, Curb, 
Miramax . A lot of them you will 
not recognize their name. Don’t 
overlook a distributor just be- 
cause YOU don’t know their 
company. They could be the 
small distributor who is looking 
for your typie of picture and can 
give your film that personal 
treatment that it needs and de- 
serves. 

In addition to the AFMA direc- 
tory, pick up the American Film 


Market issues of VARIETY and 
THE HOLLYWOOD REPORTER 
They are published in February 
every year and list all the AFM 
attendees and what they will be 
selling . Take a good look. Make 
note of all the distributors who 
are selling films that are in the 
same genre as yours. Does your 
picture measure up to what 
they are selling? Is it unique and 
promotable? If so then fax them 
a press release addressed to the 
person in charge of acquisitions. 

Give them a four sentence syn- 
opsis of the plot and when you 
expect to be completed. Also list 
what distribution rights are 
available - video only, cable and 
free TV, theatrical or worldwide. 
Make the fax neat, readable and 
to the point. You are saying to 
the distributors, “HiP’, and that is 
all. You are laying the ground- 
work for bigger things later. 

While you are shooting your 
picture, take the time to shoot 
some good stills of your produc- 
tion. During rehearsals on set 
have your photographer shoot 
both color slides and black and 
white stills. These are one of 
your most important selling 
tools and should not be ne- 
glected. Shoot them now be- 
cause your distributor will need 
them later. 

You may be able to kill two 
birds with one stone by having 
the local press shoot your stills 
for you. That way you can gen- 
erate local publicity and pictures 
at the same time. Just remem- 
ber to get duplicates of the nega- 
tives and the slides so that you 
have the means to generate a 
good press kit. 

While you are having your 
stills shot on set your publicist 
should be making arrangements 
for articles to be written about 
the stars of your picture. Hope- 
fully, you have one or two 
“name” actors in your film that 
are known to the general pub- 


lie or your specific audience. 
The publicist can write the ar- 
ticles himself or have the actors 
interviewed Certain members 
of the crew such as the pro- 
ducer, writer, and director 
should also be interviewed Your 
publicist should have a handle 
on what kind of movie you’re 
making and placing articles ap- 
propriately. For example, on 
HELLBLOCK 13, the new picture 
from Crimson Productions’ Paul 
Talbot and Jeff Miller, their lead 
actress Debbie Rochon was in- 
terviewed in THE DARK SIDE 
Debbie was able to promote the 
picture and the article included 
several stills of her and co-star 
Gunnar Hansen (THE TEXAS 
CHAINSAW MASSACRE). 

If you are making a horror pic- 
ture then your article placement 
choices are kind of obvious. The 
talented publicist tries to tie in 
OTHER AUDIENCES to your 
picture in some fashion as well. 
Filmmaking magazines like 
MOVIEMAKER and THE INDE- 
PENDENT may offer other av- 
enues of promotion if the ar- 
ticles are slanted to their inter- 
ests. Those magazines are 
widely read in the industry and 
go a long way in promoting 
your film to a distributor. The 
whole point is to throw your 
promotions net wide and get as 
diverse a crowd as possible 
wanting to see your picture. 

AND NOW THE WORK 
REALLY BEGINS - 

The film is finished and mixed 
and mastered to the proper for- 
mat. Now it’s time to relax right? 
Wrong! You must assemble a 
press kit that best represents 
you and your film to the right 
distributor. 

Hopefully, all the hard work 
that your publicist has done will 
now pay off. A good press kit is 
easily assembled and is cheap 


to produce. The following is a 
list of things that a good press 
kit should have 


1 . A 1/2" VHS Time-coded win- 
dow dupe of your final cut. It 
should include a simple label on 
it saying the title of the film, run- 
ning time, and a person to con- 
tact if the viewer is interested. 
Also include an address and 
phone number. No fancy art- 
work. No weird type fonts. Just 
something easy to read. 


2 . A synopsis of the plot that 
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should run no longer than 2 
pages. 


3 . A cast list with biographical 
information for each major char- 
acter. 


4 . A crew list for the produc- 
tion. 


5 . Bios on all the major produc- 
tion heads - writer, producer, di- 
rector, director of photography, 
art director, etc... anyone who is 
promotable. 

6 . A listing of all the festivals 
the film has appeared in or will 
appear at (More on that later). 

7 . Background on the produc- 
tion - how it came about, financ- 


ing, where shot, how long, etc.. 
DO NOT INCLUDE THE FINAL 
BUDGET IN THE PRESS KIT!!! 
Telling a distributor how much 
you spent (or didn’t) on your 
film gives them a leverage over 
you when it comes to negotiat- 
ing a distribution deal. 

8 . Copies of all the press that 
you have been able to generate 
- articles, personal appearances, 
etc... plus a listing of all the ar- 
ticles that you expect to come 
out soon. 

9 . 3 or 4 Black and white stills 
from the production showing 
the exciting stuff and tells the 
story . 

10. A nice folder to put it all in. 
The folder should look nice and 
not be a “school” type folder. In- 
clude your production 
company’s name and address on 
it somewhere. 

11. A cover letter addressed per- 
sonally to the person in charge 
of acquisitions for the company 
you’re submitting to. If you don’t 
know their name then call! 

Now that I’ve laid out most of 
the rules, let’s show you how to 
break some of them and maxi- 
mize your publicity value to 
show those pesky distributors 
what kind of “entrepreneurs” 
they’re dealing with. Here are a 
few suggestions that may or 
may not work for you depend- 
ing upon what kind of picture 
and what kind of audience 
you’re shooting for: 

1 . Set up a small booth at a con- 
vention and promote the hell 
out of your picture. If-you have 
stars in it get them down there 
to sign autographs and tell 
people about the new picture. 
Actors love to talk about their 
favorite subject (themselves) so 
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it shouldn’t be hard, especially 
if you split the profits with them 
on pictures that they autograph. 
Sell shirts or any other cheap 
merchandise that you can come 
up with to generate money and 
publicity. 

2 . Enter your flick into a film 
festival. Many distribution deals 
are made over a few drinks af- 
ter a screening . If you think that 
your picture is good enough to 
go to a festival then enter. Enter 
the ones where you think you 
have the best shot of doing well. 
The competition is tough so 
choose carefully and do good 
research. Read over the compe- 
tition rules carefully so that 
you’re not spending a lot of 
money for just a small amount 
of publicity value. You don’t 
have to win an award at the fes- 
tival (RESERVOIR DOGS didn’t) 
but you should try and pack the 
house with as many people as 
you can con, cajole, or threaten. 

3 . If you’ve made a horror pic- 
ture and want to get it seen by 
the horror audience then take 
it to a convention and screen it 
there. Do a world premiere. If 
the audience responds well that 
will give you the fuel to ap- 
proach the distributors more 
forcefully and try to do a deal. 
Besides that there are often 
movie pros in the audience who 
may be able to help out. 

4 . Before you send your picture 
to a distributor, send your 
screeners out to try and get a 
quote from a magazine or a per- 
son associated with the genre. 
Their quotes can go into the 
press kit and at the very least 
tells the distributor that you are 
on the ball in trying to sell your 
picture. Remember, if YOU 
don’t sell your picture then no 
one else will. By getting these 
pros interested in your picture 
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then you go a long way towards 
easing a distributor’s sales resis- 
tance. 


5 . If you can afford it, invite dis- 
tributors to a special screening. 
Serve drinks and food and most 
distributors will kill each other 
to get through the door. We like 
those free events (with food!). 
This gives you a chance to meet 
the distribution reps and for 
them to get to know you. Try 
to get the best screening room 
available without killing your 
budget. 



Don’t sit on your 
ass and expect 
tHe distributor to 
come to you. I’m 
too busy to look 
for work. 



Hopefully, I’ve given you 
enough ideas on getting your 
film into the right hands. Re- 
member there is no “right" way 
to do this, but there are many 
wrong ones. Think profession- 
ally and logically and you 
should do all right. And remem- 
ber always to GET IT IN WRIT- 
ING!! 


DO'S: 

1 . Do start thinking of your mar- 
keting as early as possible. 

2 . Do your best with what you 
have. Research everything and 
don’t be afraid to ask questions. 

3 . Do shoot good stills that “sell” 


the picture to your audience. 

4 . Do be creative (while still 
playing within the rules). 

5 . Do get as many articles in as 
many different magazines and 
papers as possible. 

DON'T: 

1 . Don’t sit on your ass and ex- 
pect the distributor to come to 
you. I’m too busy to look for 
work. 

2 . Don’t use artwork that looks 
amateurish. Same goes for 
“weird” typefaces, etc... If I can’t 
read it clearly. I’m going to toss 
it away. 

3 . Don’t forget to proofread 
your work. 

4 . Don’t tell me you “really need 
to sell this picture to pay back 
your student loans because you 
dropped out to make this film”. 
That doesn’t make me weep one 
bit. 

5 . Don’t send out “works in 
progress”. They look bad and 
make a bad first impression 
about you. 

6 . Don’t forget to keep me up- 
dated on your progress even if 
I pass on the first go-round. If 
you get some awards, I may just 
change my mind! 

Bill Cunningham is hosed 
in Los Angles where he works 
for a film distribution com- 
pany. Bill is intimately famil- 
iar with low - budget produc- 
tion as he worked on both 
HELLBLOCK 13 and 
FREAKSHOW. He is currently 
writing a screenplay which he 
intends to produce later next 
year . He may be contacted 
by writing to SCAN. 



After months of living with the 
headaches, heartaches and financial 
burdens, your movie is finally fin- 
ished. This is where the creative 
process of movie making meets the 
business side: Packaging, Promotion, 
and Distribution. 

Nobody realizes the importance 
of these three final steps more than 
director Tim Ritter. Thirteen years 
ago Ritter sold his first feature, DAY 
OF THE REAPER, out of the trunk 
of his car. In ’95 his sixth feature, 
CREEP, sold a thousand copies 
straight out of the gate. Even now, 
while still in post production, his 
next release, SCREAMING FOR 
SANITY (Oct, ’97), is selling ad- 
vanced orders. He insists it’s not 
that hard to accomplish, once you 
learn the guidelines. 

“Probably the most important 
thing about making movies, “ he 
says “is marketing. You can make 
the greatest movie in the world, but 
if you have a lousy ad campaign, 
nobody’s going to see it." 

According to Ritter, promotion 
begins long before your box is cre- 
ated, and continues long after dis- 
tribution has begun. “I definitely 
recommend you send advanced 
screeners around to different maga- 
zines before you make your box. 
Get some go^ quotes. If you’re 
not a name director, or have a name 
actor in your movie, it’s always good 
if you can get a few quotes to put 
on the front. The higher the source, 
the more someone might pay at- 
tention. But, be sure you’ve marked 
the tape as a ‘Screening Copy’, or 
use a time code burned into one of 
the masters.” 

Now you’re ready to begin think- 
ing about packaging. Clamshell, or 


cardboard box? It depends. “The 
plastic clamshell is more of a col- 
lectors item,” says Ritter, “though 
your finical risk is less. With a com- 
puter and a few photos you can put 
together a really nice typeset cover 
with full color pictures. You can 
spend $250.00 or less for hundreds 
of covers. And, you won’t have to 
wallpaper your house with the 
empty boxes if it doesn’t sell! 

“The disadvantage is that video 
stores, for the most part, don’t like 
the clamshell. It’s pretty much for 
direct mail. If you’re going to try 
and sell to a chain, you need to go 
with the cardboard box. 

“It ail depends on how much you 
believe in your movie. If you be- 
lieve your movie is compatible in 
the wider market place of B-titles, 
by all means go for the box. (An 
average run costs about $1,5(X). for 
close to 3,000 boxes) If you’re un- 
sure, or want to generate money to 
make those boxes, the clamshell 
and direct sales is a good way to 
start out. It’s also a great way to 
test market your movie. You sell 
fifty or sixty copies at thirty dol- 
lars apiece, and you’ll have money 
in the bank to spend the bigger 
bucks for wider distribution.” 

The easiest and cheap)est way to 
go about distribution is, of course, 
to start small. “Go to your local 
video store where you rent mov- 
ies. Show the owners your box, and 
ask where they buy their movies 
from. They get magazines in the 
mail, and they have tons of con- 
tacts from people who sell B-titles. 
Get the numbers and pitch your 
product to those people. It can lead 
to a national deal, depending on the 
size of the company. 


interview 
by EDC&AR 0*NE:ii. 

“The best way, is to get the cur- 
rent list of distributor networks is 
to contact Brimstone Productions 
for their Distribution Handbook 
(Brimstone Productions 3W. 102nd 
St., Suite ^4B NYC, NY10025). It has 
twenty or thirty listings of whole- 
salers across the country along with 
their addresses and phone numbers. 
It took me years to acquire what is 
in there, and they update it every 
six months. It’s definitely the best 
way to go.” 

Either way you’ll need to send 
along a press kit consisting of a 
copy of your box, a three or four 
minute trailer if you wish, copies 
of all your good reviews, and a brief 
cover letter explaining yourself, and 
your movie. Interested distributors 
are going to request a screening 
copy, or a trailer, so be prepared. 
Again, never send your complete 
movie unless you’ve marked the 
tape as a “Screening Copy”. 

Even then, Ritter says, “It’s very 
slow. I would say it takes six 
months to get your tape started. A 
lot of these distributors don’t gel 
back to you. They’re overwhelmed 
with tapes. Keep good notes when 
you mailed it out, phone number 
and contact name. Wait a couple 
weeks and touch base with them 
to see if they got the package. You 
can be too much of a pain in the 
neck, but once a week call and 
check. Eventually they’ll get sick 
of you calling and watch your tape. 
It takes that kind of persistence. But 
it is a fine line between persistence 
and pain.” 

You still need to be careful. “With 
most reputable companies you mail 
them your tapes COD and they give 
the UPS man your check. I once 
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had a distributor that was very 
reputable, who had been buying 
Prom me for a few years without a 
problem. Then one day they or- 
dered a phenomenal amount of 
tapes, and I didn’t .see it coming. All 
the checks that we got back from 
them were on accounts that were 
clo.sed. They had the tapes, and we 
had nothing. When a company 
starts to order more than a hundred 
copie.s a week, you’d belter halt 
everything and make sure you’re 
getting either cash or a cashier’s 
check." 

And never sign an exclusive con- 
tract. "You do run into that. I have 
never signed one of those, though 
I have been offered many times. 
The contracts hardly ever stipulate 
how many copies they are going 
to sell, or they never reach the goals 
they promise. When Paramount 
distributes a movie, they do not 
enter into any exclusive with any 
wholesalers. They offer the movie 
across the board to everybody. It’s 
free enterprise. I would never sign 
exclusively. It’s like dealing directly 
with the middle man, and if a great 
deal comes up, you can’t handle it 
yourself, you’ve got to hand it over 



to them.” 

All this is good to help get your 
name out, but Ritter insists that you 
never stop selling your own movie. 
“You’re doing this to pave your own 
future. There are very few distribu- 
tors out there who will take your 
movie and promote it properly. 
They are not going to give it the 
attention and push that you would. 
These distributors will push your 
title for a month, but if it doesn’t go 
well, you’re going to get lost in the 
shuffle. They’re going to have their 
next movie.” 

You might consider taking an ad 
in a national magazine for direct 
sales. Do they work? “They have 
for us. I have met other filmmak- 
ers who’ve gotten zero response 
from ads. You definitely have to 
show a picture of your box with 
your ad or it’s worthless. In today’s 
competitive market you’re aiming 
for a niche audience. What can you 
offer the fans to get them to plunk 
down twenty or thirty dollars for 
your tape? With Wicked Games we 
took an ad that said ‘Collectors Edi- 
tion Poster Art by Chas. Balum’. I 
think that helped, too. (It worked 
so well, in fact, that SCREAMING 



FOR SANIT’V^ will feature more art 
from Chas.) An eight hundred dol- 
lar ad more than doubled our 
money.” 

The actors and actresses have all 
gone back to their day jobs, as has 
the FX guys. The soundtrack com- 
poser is back to writing music for 
his band. For them, the movie is 
over. For you, there’s still plenty of 
work to be done. It seems like a 
lot after the movie itself is done, 
and everyone else is back to nor- 
mal life. But, it could mean the dif- 
ference between hundreds or thou- 
sands to you. Besides, there are 
other benefits to professionalism 
than just the money. As Ritter 
points out, “Ideally you make these 
things for the fans to see. It’s very 
gratifying to know you’re actually 
getting the movie out to the stores. 
When you make a sale to a video 
chain, you know the movie’s being 
rented out. You know it’s being 
seen and it’s not just collecting dust 
on your shelf.” 

For further info on SCRAMING 
FOR SANIT’Y; or any of Ritter’s 
other movies contact "TWISTED IL- 
LUSIONS, RO. Box 4476 Tequesta, 
FL. 33469 
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EVER HEAR OF DREAMWORKS? WELL, HOW ABOUT THE B-MOVIE 
EQUIVALENT ON A DISTRIBUTION LEVEL?! THAT’S WHAT WE GOT 
HERE WITH DRACULINA DISTRIBUTION/B-MOVIE CENTRAL! 

RON BONK and HUGH GALLAGHER 
speak out on a NEW IDEA in DISTRIBUTION! 


RON BONK: Hugh had talked 
about picking up movies, and I 
had mentioned this idea I had to 
him called B-Movie Central. By 
combining forces, I felt that I 
could start to incorporate a few 
of the ideas I had for B-Movie 
Central, and sort of test it by 
working closer with him. A move 
like this benefits both myself and 
Hugh, being filmmakers, but 
hopefully other filmmakers as 
well. Instead of one distributor, 
they are getting two. How many 
movies ever get that? Hugh and I 
basically deal with whole differ- 
ent areas too, so you really are 
getting twice the work and twice 
the exposure. Hugh has 
Draculina, his catalog sales, and 
catalog sales with others. I deal 
more with the subs and the video 
stores, as well as selling foreign 
territories. Combining like this 
really is a good step in the right 
direction for creating a strong b- 
movie distribution company, es- 
pecially for these ultra low-bud- 
get movies, because good repre- 
sentation has been so hard to find. 
But because we can basically 
double the numbers for anyone 
who’s movie we distribute now, 
it also might allow us to pick up 
some larger movies. Before, if a 
movie maker came to me with a 
movie he had invested $100,000 in, 
I would try to steer him in the 
right direction. I would tell him 
honestly that my company was 
not the way to go, because I could 
not safely guarantee him that he 
could make that money back. To 
me, picking up a movie that ex- 
pensive would be ripping the 
movie maker off. The average 
movie at our level moves 1000 to 
2000 units. Even if the producer 
was seeing an average of $10 back 


on each copy sold, you’re still talk- 
ing $20,000 max, plus foreign 
deals. The foreign deals add up, 
but they take a long time, and 
usually if foreign is good, domes- 
tic is bad, and visa versa. Now 
with Hugh and I combined, we 
can increase numbers. And we 
also become a more legitimate 
force. So now maybe some of 
these bigger outlets will listen to 
us. There is strength in numbers. 


Hugh has Draculina, his 
catalog sales, and 
catalog sales with 
others. I deal more with 
the subs and the video 
stores, as well as selling 
foreign territories. 
Combining like this 
really is a good step in 
the right direction for 
creating a strong b- 
movie distribution 
company, especially for 
these ultra low-budget 
movies, because good 
representation has been 
so hard to find. 


and when you approach a Media 
Play with one title, they aren't 
going to want to set up an 
account with you. Approach 
them with 25, 30, or even more, 
then they might just listen. By 
pulling together, then pulling 
some more of these movie 
makers together, and subse- 
quently increasing our catalog, 
then they’ve got to listen. The b- 
movie independents working 
right now are a talented bunch, 
and the fans are there. They just 


can’t always find the stuff. 

HUGH GALLAGHER: After com- 
pleting TENDER FLESH, the first 
movie I’ve helped produce on 
film. I’ve been in contact with 
cable reps and TENDER FLESH is 
now being shopped around for 
potential cable sales. This is a new 
door to open - although the ma- 
jority of movies out there on the 
really low-budget level wouldn't 
lie up to cable standards (or down 
to cable standards, depending on 
how you look at it), this is .still 
another area of sales that we 
could cover with the right film. 

RB: We aren’t looking to pick up 
everything on an exclusive basi.s. 
I usually have picked up any 
movie where I thought the talent 
was really there. A movie that 
.showed some kind of .skill, some 
sort of love towards movie-mak- 
ing and entertaining. vSo I have 
picked up some comedies and 
other type genre stuff outside of 
horror. I felt that for tliat movie 
to even have a chance, for it to 
ever find the right exposure, that 
it had to be directly in my hands. 
And that is our guidelines. 1) It’s 
a good movie. 2) It is right for 
our markets. What we propose 
is this: 

1) We take over all rights. 

2) We take over either domestic 
or foreign individually on an ex- 
clusive basis. 

3) We deal with you on a per deal 
basis for both foreign and/or do- 
mestic: $5,000 or less, we take a 
50% cut of all net profits. $5,001 
or more, we take 25% of all net 
profits. 

4) Or, we can negotiate a “no 
rights deal," where we receive 
wholesale info from you, we li.st 
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it in each our catalogs and each 
our web sites or wherever, and 
place orders as stock is needed. 
Because we take no rights, we 
don’t put the extra work and 
money into promoting your prod- 
uct beyond our immediate out- 
lets. Sales are smaller in volume, 
but naturally we can’t take every- 
thing, and this way you still make 
some money for your efforts. 
Additionally, there is still the op- 
tion we might negotiate specific 
deals with your product, like 
through .sell-thru outlets and/or 
video store chains. Maybe even 
additional foreign deals. And this 
also allows you to offer your 
product up to other subs on a 
non-exclusive basis as well since 
no rights are assumed! Usually, 
with this option, we will list any 
movie that comes our way, regard- 
less of content or quality. This is 
just our way of being one self- 
contained outlet for every current 
b-movie being made out there. 

HG: With the first option we 
would simply buy your movie 
outright. We agree upon a set 
price with you and it is cut and 
dry. Obviously, we’re not Warner 
Brothers (at least not yet), so we 
are talking reasonable buy out 
prices for low-budget movies. 
Don’t think you are going to shoot 
something for nothing and then 
we’re going to hand you over a 
check for mega bucks! The 80s 
are long gone, and so are deals 
like that. But we will look at your 
movie, discuss the options and see 
if we can come to terms. Every 
movie sent to us is treated indi- 
vidually - we look at all the angles 
and then decide which deal will 
best suit you and us. We’re not 
out to screw anyone, or get 
screwed ourselves! 

RB: In addition, we help with 
promotion: Hugh through his 
extremely popular DRACULINA, 
as well as his newly created web 
vSite (http://www.draculina.com). 
I, myself, through my online 
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equivalent of the old INDEPEN- 
DENT MOVIES magazine — 
DARK GALLERY ONLINE. Movie 
makers write articles on their 
movies, and I post them quarterly 
on the site, along with color stills. 
The magazine gets over 50,000 hits 
in a quarter! I am also starting a 
new snail-mail magazine called B- 
MOVIE THEATER, named after 
the web site I started three years 
ago (http://www.b-movie.com), 
that should launch this October. 
So, at the very least, you become 
highly visible through us alone. 
But we also know many of these 
other magazines publishers, we 
work closely with them, and 
many times are good friends with 
them. So we offer them up mate- 
rials that might fit in with what 
they have, and by talking to them 
and knowing them directly, we in- 
crease your chances for exposure! 
Many of these guys are actively 
looking for this stuff for reviews 
and articles to help fill their maga- 
zines, or just because they heard 
something was pretty cool. But 
they can’t find it! And when we 
send them these movies, they are 
usually more than glad to get 
them. 

HG: I’m also looking to start some 
major advertising campaigns in 
some bigger magazines where we 
can introduce these films to the 
retail buying public. I believe the 
combination of a strong retail 
campaign along with a store push 
will get many movies a lot more 
money than an individual could 
generate simply trying to distrib- 
ute his or her own film. 

RB: We also have other key film- 
makers behind us, and these guys 
are seasoned veterans who have 
lost their share of bitter battles in 
the b-movie distribution trenches, 
but overall have won many wars 
when it came to finding sales and 
financial success: Kevin 

Lindenmuth (ADDICTED TO 
MURDER) and Tim Ritter 
(TRUTH OR DARE, KILLING 


SPREE). Most people who know 
Kevin know of his promotional 
successes and his famous Block- 
buster deal (they picked up over 
2,000 units of ADDICTED - as far 
as I know he was the first, and 
one of the only, to do it with a 
movie of this type). Tim, of 
course, is a legend. His movies 
tend to outsell anyone’s 1 have 
ever known, usually at a 2-1 ratio 
over the next l^est seller! Tim has 
been doing this for years, and he 
has also encountered many of the 
pitfalls, so he’s bitter and sick of 
the whole distribution angle, but 
his experience, knowledge and 
wisdom have been key to help- 
ing my company grow in the past 
two and a half years. If I owe 
anyone for my success beyond 
my own, it’s him. 

HG: The thought of getting into 
producing movies for our specific 
markets is also an idea in the 
works. I’ve helped produce one 
film in Spain this year, and we 
have two more that will be filmed 
later this year. I would like to 
bring this to the states with low- 
budget videos. This doesn’t mean 
we’re interested in looking at ev- 
ery script from every person that 
wishes to make a movie! Obvi- 
ously, if you have a track record 
of making movies, where we can 
see what you have done in the 
past, we’ll be more interested in 
possibly investing in your future. 
There are many things that we 
would have to look over before 
making any kind of commitment 
and needless to say it’s our money, 
so we are going to be VERY picky 
on what project we choose! 

So, at this point, if you have a 
movie in need of some good dis- 
tribution, send it to us so we can 
discuss the possibilities. Send a 
screener along with any pertinent 
material to; 

DRACULINA, PO BOX 587, 
GLEN CARBON, IL 62034 

or 

SALT CITY VIDEO, PO BOX 

5515, SYRACUSE, NY 13220 


so, ARE YOU GOING TO MAKE A FILM OR SIMPLY TALK ABOUT IT? 

by Kevin J. Lindenmuth 


For every independent film- 
maker who is actually making 
movies there are fifty would be 
independent filmmakers talking 
about making a movie. If you 
wish to start making films don’t 
l>ecome one of these “yappers". 
Make your movie, even if you 
don't have as big a budget as you 
thought, even if you’re waiting 
(and waiting!) for that big inves- 
tor to come through (the likeli- 
hood is that he isn’t) or even for 
that new digital video camera 
(which may indeed double the 
cost of your proposed budget!) 
After all, the first rule on inde- 
pendent filmmaking is this: If you 
don’t go out and do it yourself it 
isn’t going to get done. 

During my time in film school 
(University of Michigan, class of 
’87!) there was the pressure to 
make the “perfect” student film 
and the “talk ” about how so and 
so was going to be directing this 
or doing that once they gradu- 
ated. Often times the.se verbose 
individuals never got around to 
completing their masterpiece, 
opting for an incomplete or 
substituted their project for 
writing a script! During my initial 
foray into “professional video and 


film~ in The Big Apple I was 
surprised to encounter more of 
these types, only they were now 
working as fellow “Production As- 
sistants” or “Gaffers” or “Tape 
Operators”, who were all still go- 
ing to make that film someday. 
Ten years later they are still talk- 
ing the talk. And that’s all it is-talk! 

Moviemaking is not an easy 
thing“particularly on the micro- 
budget independent level. If I had 
to list everything that could pos- 
sibly go wrong I’d be writing a 
book. But trust me when I say 
you should be prepared for the 
unexpected-like rain when you 
plan to shoot an outdoor scene, 
your actress suddenly getting 
mononucleo.sis, or one of your 
lights catching the apartment wall 
on fire. Accidents do 
happen-that’s why they’re called 
accidents. 

Thu.s, your script and shooting 
schedule has to have a bit of flex- 
ibility and most of all, must be 
possible to do (You probably can’t 
do high-speed chases or blow up 
a ship). If you have lots of special 
makeup effects, for example, be 
prepared for these things to take 
time-hours and hours of time. 
There have been instances where 


I waited five hours to complete a 
single shot. 

The key to shooting a movie is 
to plan everything out as much 
as you can, have contingencies, 
and plan to shoot everything 
within a relatively sliort lime (un- 
der two months) before your en- 
ergy and enthusiasm of the other 
people you're working with, runs 
out. If you’re not sure how to go 
about doing some of these 
things-such as casting actors or 
how to light a scene- go oul and 
buy some IxDoks on the subject 
matter... and some of these lx)oks 
are better than others. Better yet, 
get the addresses or phone num- 
bers of other filmmakers who 
have completed their own mov- 
ies and pump them for informa- 
tion. 

Once shooting is done there is 
the editing, which means finding 
somewhere to edit, getting sound 
effects, music and whatever visual 
effects you need, which could 
take half a year to a year to com- 
plete. 

Once you have a finished film 
“In the Can” you can talk about it 
all you want. You’re entitled 
to-you made a movie! 





BLOODLETTING 

Starring Ariauna Albright and 
James L. Edwards, with Sasha Gra- 
ham and Scooter McCrae. Written, 
Produced, and Directed By Matthew 
Jason Walsh. Edited By JR 
Bookwalter. Executive producers JR 
Bookwalter and Ariauna Albright 

This represents the feature length 
directing debut of Matthew Jason 
Walsh, longtime collaborator of the 
infamous JR Bookwalter. It was origi- 
nally a 28 minute short titled TVE 
KILLED BEFORE”, (Also starring 
Ariauna Albright and James L. 
Edwards) released by Salt City Video 
a while back. Though the entire pic- 
ture has been reshot, many scenes 
were recreated exactly as in the origi- 
nal, while others were altered slightly 
New material has been added, of 
course, to pump the production up 
to feature length. 

BLOODLETTING opens promis- 
ingly enough at the aftermath of 


seemingly unstoppable serial killer 
Butch Harlow’s latest rampage. This 
is followed by a tour-de-force of open- 
ing credits featuring Faces Of Death 
styled clips intercut with movie gore 
effects all set to the ass kicking metal/ 
rock number, “Dream Of Witches,” by 
the band, Darkside. 

Okay, I’m impressed. Walsh has my 
attention 100%. Once he has it, how- 
ever, he seems determined to lose it. 
The plot concerns a young woman 
named Serena (Albright) who wit- 
nessed the murder of her friend years 
earlier by serial killer Butch Harlow 
(James L. Edwards). She has now 
tracked him down under his new 
name (Walt Lipsky), got into his 
house, and gets him to admit his true 
identity. The reason for this quest is 
not revenge, as one might imagine, 
but rather due to the fact that she 
had her first orgasm ever, witnessing 
the murder. Now she wants Butch 
to teach her the ins and outs of be- 
ing a serial killer. The plot is not in- 
tended to be a straight horror film, 
but somewhat of a black comedy, ex- 
ploring the lives of these two pwychos 
falling in love. It’s a far fetched con- 
cept, granted But, it worked surpris- 
ingly well as a short. 

The problem with this feature is 
that every two minute kill scene is 
sandwiched between ten minutes of 
talking heads, as characters drone on 
to one another in hopes of padding 
this thing out to feature length. Ex- 
cessive dialogue can take three forms, 
character development, plot develop>- 
ment and pjadding. This is obviously 
padding. Even the one liners are lost 
amongst all the extra dialogue. 

The “surprise” ending looks as 
though someone was brought in at 
the last rninute to tack on an ending 
without ever looking at everything 
that had taken place in the script be- 
fore. A second viewing does reveal 
one time when a bit of foreshadow- 
ing was given, but it so slight that it 
is easily missed. 

True, the original short version had 
the exact same ending, but it goes 
down a little easier when you’ve only 
had 28 minutes to get to it A fast 
paced short leads creditability to the 
shock ending. It’s easier to accept 
having the rug pulled out from un- 
der you when you’ve only been there 
twenty Some minutes, than it is when 
you’re approaching the hour and a 
half mark. 


Frankly, I’m surprised that Walsh 
would put all the time and effort into 
recreating this as a feature, and didn’t 
see the ending was a major cop out 
that goes against everything he had 
just shown us 

The combination of Wash’s direc- 
tion and JR’s editing works quite well. 
But he should have looked at the 
script fully. Some things just don’t 
carry over from one format to an- 
other. I hate to be so hard on Walsh, 
it is his first time in the captain’s seat, 
but damn, he’s been in the business 
for too many years to try and pull 
this off. He should have known bet- 
ter. Maybe next time. For now I 
would have to recommend the origi- 
nal short, (Which will be released 
again soon on the Salt City tape, 
DARK DESCENT) over this “remake”. 

SIDESHOW CINEMA 
PRODUCTIONS 

“Comedy,” Steve Martin once said, “is 
not pretty.” Neither are most inde- 
pendent comedy flicks. It’s one thing 
to gather a bunch of your friends to- 
gether, get some kitchen knives, a few 
bottles of catsup, and whip up a hor- 
ror movie. Maybe that’s why there’s 
so many of the damn things It’s quite 
another thing to produce a comedy 
feature that is based on something 
more than pure slapstick routines. 
The results of such endeavors, more 
often than not, are indeed, “not 
pretty”. It’s best left to a professional, 
and definitely not something to try 
at home. 

That is exactly why Mike L^ge and 
the crew at Sideshow Cinema are so 
invaluable to this independent world. 
Le^e and his cohorts have been pro- 
ducing some of the best low budget 
comedy for over a decade. Their 
work is well thought out, well acted, 
and extremely enjoyable. Legge has 
a knack of looking at the mundane 
day to day and seeing it in a logical, 
if distorted light. Another unique 
aspect to Luge’s work is that he does 
this all without ever falling back on 
toilet humor. It’s hard enough to be 
funny. But funny without vulgar, 
now that’s a novelty. The following 
are a few reviews from some of their 
earlier works. Hopefully well be able 
to update you with more current re- 
leases in a future issue. 

WORKING STIFFS 

Starring Beverly Epstein, Bruce 
Harding Michael Le^ and Michael 



Mclnnis. Written and Directed By 
Michael 

There’s something slightly out of 
place with the Temps working for 
Consolidated Temps Company. They 
never seem to tire, nor feel any pain, 
they don’t think of themselves, only 
the company. In fact they are the 
perfect employees. Except of course, 
that they’re dead. Con Temps has 
solved those pesky employee de- 
mand problems, by murdering their 
new employees and then returning 
them as members of the living dead. 
No pension, no worker’s comp, no 
paycheck. 

If this seems impossible, I’d like you 
to think of those clerks behind the 
counter of the local 7-11. Ever notice 
they're only there a few weeks, the 
can’t quite speak in complete sen- 
tences, and they are always so 
goddamned happy, “Hello my friendP’ 
Sounding a little more believable 
now? 

The problem is even zombies get 
sick of working for someone else. 
Think about it. You’re capable of 
working round the clock without 
ever getting tired. Why should some- 
one else get all the tenefits? I mean 
you’re not going to retire (unless of 
course you eat salt, then you expire). 
A zombie revolt like you've never 
seen before. 

LOONS 

Starring James O’Brien, Linda 
Baxter Hardey and Diane Mela. 
Written and Directed by Michael 
Legge- 

Begin in the l600’s with a witch trial. 
The residing judge, August Loon, sen- 
tences Hepzibath Crowley to death. 
Crowley was a real witch, however, 
and through the flames lays down a 
curse of insanity on the judge and 
his male descendants. After a flash 
forward scan of this male bloodline 
throughout history, we arrive at the 
present time, with Jeff Coukous, the 
current male member of the Loon 
bloodline. Jeff’s brother, Jasper was 
born crazy as, well, crazy as a loon. 
Suddenly Jasper goes sane as Jeff him- 
self falls victim to the curse. (He sees 
everyone as a circus clown now!) 

The only way to break the curse is 
to bring back old Hepzibah, but that 
is easier said than done. A loony (par- 
don the pun) flick filled with bizarre 
images and goings on, not to men- 


tion time travel. This is a great ex- 
ample of Legge’s disoriented view of 
the world, and how much fun it can 
be. 

CUT THROATS 

Starring Alan Kennedy, Mary Ellen 
Maloney, James Porter and Bruce 
Harding Written and Directed by 
Michael Legge. 

Don Drinkwater (Kennedy) is a 
present day worker in a modern of- 
fice. His likable boss, Bill, is far too 
lenient, and soon replaced by a ruth- 
less cut throat weasel named Rotman 
who takes downsizing to it’s extreme. 
For anyone who’s had to work un- 
der a new boss hell-bent on 
downsizing, this tape hits too close 
to home. 

Rotman rules with an iron fist tak- 
ing no prisoners. Bill, who can't sleep 
at home frequently finds himself doz- 
ing off at work, and fears he may be 
the next causality. His dreams are full 
of absurd imagery, and hints toward 
the final outcome of the picture. 
Despite Bill’s displeasure with the 
new working conditions, he and his 
coworkers quietly take what is given 
to them as their fate until the coffee 
pot is removed. That is just too much. 
A mutiny worthy of the Bounty takes 
place. E)ownsize and reorganize, all 
you want: Just don’t mess with the 
office coffee pot and exp>ect to get 
away with it. The ending itself is 
stroke of genius. A second viewing 
will reveal enough hints to make it 
obvious, though you’ll never see it 
coming the first time around. 

RAVAGE 

Starring Mark Brazeale, Dan 
Rowland, Diana Harris and Frank 
Alexander. Written by Bryon 
Blakely and Ronnie Sorter. Directed 
By Ronnie Sorter 

From the heart of Missouri there 
comes a force to be reckoned with 
in the independent scene. Borderline 
Entertainment follows their first two 
releases (SINYSTER and LIVING A 
ZOMBIE DREAM) with a nonstop, 
balls to the wall action picture that 
will set new standards in independent 
aaion flicks. This is no PR hype. I 
don’t make a dime if this picture 
makes a million. This is the straight 
up Honest-To-God truth. 

Widowed father Gregory 
Burroughs (Mark Brazeale) comes 
home from a dinner date to face ev- 


ery parents greatest fear: His fifteen 
year old daughter’s boyfriend is dead 
on the front step.s. Inside no one an- 
swers his calls. Upstairs Gregory finds 
his ten year old daughter dead on the 
bedroom floor. Standing over her 
body is a wild-eyed man holding a 
knife to his fifteen year old daughter’s 
throat. He talks the man into laying 
the knife down, only to watch in a 
split second of horror as this wryly 
bastard snaps her neck, and then 
manages to escape. 

Gregory Burroughs is a criminal 
psychologist. His job is to make sense 
of this kind of thing. But it’s not so 
easy when it’s your life. His path for 
retribution will lead him straight into 
the underbelly of society’s sickest 
subhuman form., thrill killers. I can’t 
tell you anymore about the plot 
without giving away stuff you’re 
better off learning for yourself. 

Sorter's directional .style reminds 
one of John Woo— Breakneck speed 
tension punctuated with unbeatable 
action sequences. RAVAGE delivers 
the goods where so many bigger bud- 
get pictures fail. It really does keep 
you on the edge of your seat. Put in 
the tape and leave the remote alone. 
You won’t be fast forwarding through 
any of this, and you won’t begetting 
up to go to the bathroom, either. 

If you are a fan of pure adrenaline 
inducing movies, you won’t l>e dis- 
app)ointed If you are thinking of cre- 
ating an action flick, this .should be 
your final exam. See how good it can 




FREE CLASSIFIED AD 


FOR ALL ACTORS, ACTRESSES, WRITERS, DIRECTORS, 
or anyone else In movie making related business. 


SCAN would like to becxime the place 
where all b-movie makers can come 
together to find what they need tc 
get their movie made! Therefore, i 
you are an actor, actress, writer, di 
rector, producer, lighting technician 
camera operator, SPFX person... etc. 
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LOONS, CUTTHROATS 
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VAMPIRES... For centuries they hid in the shadows stalking innocent Prey. I 
Now they hide in those shadows fearing only one man. One Man Who Would i 
Hunt Them! One Man who would Destroy Them! He has arisen from the ashes i 
of Vietnam to wage a new war... A War Against The Undead! REMEMBER HIS ^ 
NAME becausa you will laarn to fear it! Especially if you are one of The Undead. 

SHADOW TRACKER 

J.B. PRODUCTIONS Presents A New ActioniAdventure/Horror Film. 
Halloween Release 1997. 

All inquires welcomed! Write: 

J.B. PRODUCTIONS 
PO BOX 164 

RENNSELAER, NY 12164 
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'PEATuniNQ' 

MELISSA 
, MOORE! , 


tiPEATUBiNQi 

MONIQUE 

PARENT!. 


'featuring' 

THERESA 
. LYNN! ^ 


JJ NORTH and DRACULINA 
favorite MONIQUE 
PARENT! (see ‘making of in 
#24, and MONIQUE PARENT 
interview in #261 $ 39 . 95 . 


SANTA CLAWS: v rcani 
Qiit.*fn' Raven Quinn lia'. iwo 
maior prohlenis in her lik- lliis 
Cliri^imas I ler niarria.vc is 
fallin}; apart and .slie lives next 
door to a serial killer. T'lie serial 
killer ohsc-ssional fantasies lor 
Rttven Ix'conie more tlannen >iis 
and bizarre, nliimalely 
transforminj’ him into "Sania 
Claw.s",.. In an effort to have 
Raven for himsell, he hein^’.s 
butchering her friends and 
as.s(K-iates 

EROTIC VERSION <$30? 


EACH MOVIE $39.95! SPECIAL: BUY ALL 4 FOR $150 (save $10) 
ANO WE’LL PAY THE FIRST CLASS POSTAGE! 


THE ALIEN AGENDA: 
ENDANGERED 
SPECIES: In an ironic (wist 
of fate Tabloid TV reporter 
Megan Cross while interviewing 
"alien alxluctees", lias a t(x>-ciose 
encounter with the 
extraterrestrials. She abandons 
her life to work at an 
organizations called "'the 
Gimplex", a facility liiat secretly 
keeps tabs on the world's 
extraterrestrial activity. Starring 
Debbie Roehon ■ $30 


RAVAGE: After witnessing 
tlic brutal slaughter of his 
family by a vicious serial killer, 
criminal p.sychologist Gregory 
Burroughs is engulfed in an 
obsession for revenge. He 
follows a frail of carnage and 
destruction to a violent 
underworld and becomes 
entangled in a web of brutality 
surrounded by an amiy of cold 
blooded assassins! Action 
galore! $30 


DREAM TEAM GIRLS: 

ITom nude water motor .skiing 
to country side flashing join 
these beautiful women on 
exotic locations playing and 
teasing you into your own 
private dale... They arc the 
women of yuur dreams and 
they TEASE TO Pl.EASE! 
•Starring R(x'ky Roads & Brittany 
Andrews. $30 


DANA PLATO end 

DRACULINA favorite 

MELISSA MOORE! (see 
'making of in #22) $ 39 . 95 . 


$ 39.95 

SEE ORDERING INFO 
FOR ALL MOVIES ON 
INSIDE BACK COVER. 


With THERESA LYNN. 
MARIA ORTIZ. 6HETTY 
CHASUN! (see ‘making of in 
#25, MARIA ORTIZ interview 
#25 S. THERESA LYNN 
interview #26) $ 39 . 95 . 


YOUR’VE READ ABOUT THEM IN DRACULINA! NOW GET THEM FOR THE FIRST TIME! 



SEE INSIDE BACK COVER FOR ORDERING INFO! 





VAMPS is an exotic dance club with a difference: it is owned by a beautiful vampire and her two 

lovely companions. They have a unique way of dealing with unruly or obnoxious customers - they 

treat them as lunch. Now, Heather, an innocent 

but down on her luck young woman, has begun 

working at the club and has caught the eye of 

Tasha, the lead vampire. Tasha must now battle 

a troubled young priest in a struggle for 

Heather’s soul! $29.95 .f* 

EVIL AMBITIONS 

Read about the making of EVIL AMBITIONS 

in DRACULINA *'28 - then get the movie! Star- 

ring Amber Newman, Lucy Frashure and spe- , Tr 

cial appearances by DEBBIE ROCHON and ^ ” 

BILL HINZMAN! From the makers of VAMPS! ^ ^ ^ . 


DEMENTED 

I To the outside world, 
the old boarding house 
seemed sePe and invit- jw 
ing - But appearances 
can be deceiving. One A.'J 
by one the boarders E : 
e about to learn It’s ft ': 

{ TERRIFYING SECRET- 
asecretthey'llcarryta :•• 
their GRAVESI 
Starring MICHELLE 
BAUER {Hollywood 
ChainsBW Mookerel. 
Co-sterrlng JIM VAN 
BE8BER [Deadbeat at 
Dawn) and ANGELA 
BOWIE 

Get the MICHEIXE BAUER movie that has 
been in hiding for years! First time available 
for only $301 


SCREAM QUEENS NAKED 
CHRISTMAS: Slurring the beautiful 
unci lulented Debbie Roehon, along 
with lovely ccv.siur Christine Qtvalier, 
l.isu Duvuul und Susun Ellen White. 
This erotic video was .shcjt during 
ilie making of John Russo's feature 
film SANTA CLAWS. 'ITiis movie 
witliin a movie allows us to take a 
closer look at the.se Scretim Queen 
lieaulies as they unwrap themselves 
for your pleasure. 

Approx 60 min - $30 


NAKED HORROR: A lonely security 
guard at a horror convention gets more 
than lie Ixirgained for as three lusciou.s 
scream citiecns strip lyefore his eyes. As 
he falls asleep, his dreams come true as 
he lyeconies pari of tlieir sexual games. 
Naked Horror .stars Jasmine St. James 
(featured in Renthoii.se and Hustler 
magazines). So .sit Ixick and enjoy, and 
may all your dre-ams come true. - $20 


JUSTICE 

The old Sheriff of 
Jackson County 
fled town with a 
beautiful teenage 
girl after his adul- 
tery was ex- 
posed. Now the 
Mayor 
ICAMERON MITCHELL) has picked his sociopathic 
nephew [BOB ORWIG) to be the new sheriff. To- 
gether, the villainous pair scheme to rule the county 
through violence and intimidation. Also featuring 
CAMILLE KEATON (I Spit On Your Grave) $30. 







HOLLYWOOD 

CHAINSAW 

HOOKERS: 

A private eye tracks 
down a teenage 
runaway to a 
Chainsaw 
worshipping cult. Cult 
classic uncut version 
starring I.INNKA 
QUIGLEY! $30 


NAKED INSTINCT: 

Michelle Hauer and 
Deanne Power star 
as two gorgeous 
women who can't 
control their 

voracious sexual 
appetites for 
younger men. S25 



ADDICTED TO 

MURDER: What 

happens when a serial 
killer encounters 
someTlllNG far 
worse than himself. 
someTlIING that may 
be responsible tor the 
killer he is? What 
make Joel Winter 
different is his special 
childhood friend, a 
VAMPIRE named 
Rachel, $20 


VIDEOS Orclerin3 instructions on inside back cover! 



Michelle Bauer. 
I.innea Quigley and 
Brinke Stevens play 
three nerdy girls who 
become pos,sessed by 
a female demon with 
a ravenous sexual 


appetite! Cult cla.ssic! 

$30 



RED LIPS: Caroline 
fUUK’ITY CHASllN) is 
a sweet young girl, who 
ju.st happens to he a 
vampire! This makes 
things really tricky for 

Lisa (Michelle 

HAUER), Caroline's 
Iwer, since she is always 
in constant danger of 
‘ — ^nng the - - 


victim! 


$34.95 



VAMPIRE 

CONSPIRACY 

Li.sa Kirkpatrick and 
her beautiful col- 
lege sorority sisters 
are in for the shock 
of their lives • they 
have teen targeted 
by a sinister group 
of high-tech alien 
vampire,s! $29.95 



BIKINI GODDESSES; 

Billy accidenialy 
relea.ses three 
beautiful goddesses 
from their centuries 
old sundial prison! 
Lot's of slo-mo Immps 
and grinds in this .sexy 
comdey. $24.95 



CREEP: Be among the 
first to witness 
infamous adult 
entertainer KA'l'HY 
W I L L E T S 
(internationally known 
as ''America'.s Euvorilc 
Nymphomani-.ic">as .she 
explodes in bloody rage 
as savage serial killer 
Kascha Lords. $24.95 



VAMPIRE 

CENTERFOLDS 

follows an inno- 
cent young cheer- 
leader on a dark 
and dangerous 
erotic journey into 
the nightmare un- 
derworld of Holly- 
wood movies! 
$29.95 



lea.ses cave girls from 
their underground 
prison. They marvel at 
20th century technol- 
ogy. push-up bras, .sti- 
letto heel.s and day-glo 
lipstick. Starring 
Michelle Bauer, [erica 
l-'ox and Cierra Knight. 
$30 


LINNEA QUIGLEY'S 
HORROR 
WORKOUT! Linnea 
bumps n' grinds 
tlu oiigh (lO minutes of 
horror movie’ 
burle.sque and lunatic 
mayhem! Special 
blow out price only 
$10 



HOLLYWOOD 
SCREAM QUEEN 
HOT TUB PARTY: 

Starring your favorite 
Scream Queens - 
Brinke Stevens, 
Monique Gabriellc, 
Kelly Maroney, 
Michelle Bauer, 
Roxanne Kernohan! 


Only $30 



DREAM STALKER; 

Brittany Meredith is a 
fashion model in 
demand. She has it all 
until her boyfriend is 
killed in a motorcycle 
race. The worlds of 
dreams of Brittany 
collide as Ricky comes 
back to pledge his 
eternal love_ and goes 

rampage to have 
Brittany all to himself. - 

$14.95 


GORGASM: A 

sadistic tale of 
detective hot on the 
trail of a beautiful 
woman, that's giving 
people the 

"ULTIMATE 

CLIMAX!" $20 

35 . 





SEE INSIDE BACK COVER FOR ORDERING INFORMATION! 







photo of JewolShepard. 
Book contains 

interviews with 
CAROLINll MUNRO, 
LINNEA QUIGLEY, 
BRINKE STEVENS, 
MONIQUE GABRIELLE 
BECKY LeBEAU, RJ. 
SOLES, MARY 

WORONOV and more! 
Special release - $25 


OF KLAUS KINSKI. 

Digest sized hook hy 
Lucas Balho and 
Laurent Aknin. 

Imported. $12 


VALERIE LEOn! 

Includes interview, 
filmography and 
Ions of photo's on 
gl<>s.sy |>aper. Valerie 
Leon pltiyed the lead 
in Hammer's BLCX3D 
OF THF, MUMMY'S 
TOMB, as well as 
parts in James Bond 
movies. Digest size, 
imported. $10 


The complete 
insiders guide to the 
creative end of 
movie-making, from 
concept to saleable 
package- Advice 
from Clive Barker, 
Wes Craven, John 
Landis, Joe Dante 
and Rick Baker. 
Written by John 
Russo- Over 250 
pages. $12 


THE FIST THAT 
SHOOK THE 
WORLD: THE 

CINEMA OF BRUCE 
LEE. Lou Gaul, 
respected film critic 
and historian, 
provides an 

insightful Ifwk at the 
life and film career 
of the legendary 
Bruce Lee. 256 pages 
with over 120 photos. 
$20 


BRIGITTE LAHAIE: BEHIND THE BUSH In-depth digest sized book 
covertng the career o( Brigitte Lahaie. Hot photos in b&w and color. 




Ay 


THE ESSENTIAL GUIDE TO DEADLY 
CHINA DOLLS is Che first book of its kind to 
explore the exciting world of Oriental ac- 
tresses. 260 pages of color and bS.w shots 
of your favorite stars complete with 
filmographies and info on their careers. Great 
book imported from England. S40 (plus S5 
shipping). 


MORE VIDEOS! 


If I'm so Famous, 
How Come 
Nobody's Ever 
Heard of Me? 
Jewel Shepard 
Hot off the pre.ss and 
into your hrrt little 
hands... jewel'.s new 
autobiography .stuffed 
with everything you 


nted 


photo's and 

information you're 
dying to know. Get it 
direct from us for only 

$16.95! 


you CAN BUILD... 
THE LOST IN SPACE 
ROBOT 

•A complete, step-by- 
step guide to building a 
1:1 sc-ale LOST IN SPACE 
Robot replica from the 
ground up_ a Ixxjk that 
will guide the reader 
through every step in 
building their own full 
size LOST IN SPACE ro- 
bot replica. 96 pages 
$9.95 


THE NUDIST COLONY OF THE 
DEAD: A group of NUDISTS are forced 
to close their exclusive "IN THE BUFF' 
campground because of a self righ- 
teous church group. Rather than cover 
their nakedness, they partake in the 
ancient ritual of mass suicide vowing 
to avenge their fate upon the holy 
rollers that condemned them. 

Years later, horny teenagers from the 
church group are sent on a religious 
retreat to the ex-camp of exposure. 
After they arrive, their fearless coun- 
.selors disappear and the kids begin to 
vanish as well. The NUDISTS have 
now returned to seek REVENGE by 
killing off the visitors, thus THE NUI> 
IST COLONY OF THE DEAD! $ 19.95 


EXHIBITIONIST 

TShot book covering 
her career with 
probing interview end 
photo's. First 
printing in limited 
supply! $12 


pages 

One of the must erode 
vampire movies ever 
made Complete cov- 
erage of this classic from 
the 70's with twhind the 
•scene.s coverage assisted 
by director Jose Ramon 
Larraz and producer 


JEWEL SHEPARD NAKED 
AROUND THE WORLD: 

JEWEL .SHEPARD bares all in 
this compilation tape contain- 
ing all of her NUDE SCENES! 
She takes you around the world 
with her own private collection 
of her unclothed past! 45 min- 
utes of footage you've been 
craving to see! You'd be a FCXDL 
not to buy this one... and you'll 
be a PERVERT if you do! HEY! 
You know what you are... LIVE 
WITH IT! $ 29.95 





VIDEOS*VIDEQS*\/IDEOS*VIDEOS 

SEE INSIDE BACK COVER FOR ORDERING INFORMATION! 


FRITZ THE CAT: Analleycat stu- 
dent in New York seeks new and 
varied experience, A feature 
which applies the old anthropo- 
morphism to the contemporary 
scene and whips up more obscen- 
ity and violence than Disney ever 
dreamed of! Based upon charac- 
ters created by R. Crumb. $30 
/ 


JET BENNY: You’ve thrilled to 
the adventures of Buck Rogers 
and Flash Gordon... Now prepare 
yourself for JET BENNY! A su- 
per spoof of the not too distant 
future! Winner of the Lawrence 
Kasdan Award Ann Arbor Film 
Festival. $20 



BLOODSUCKING FREAKS 

is a grand guignol tale of 
humor and horror set in a New 
York theatre of the macabre, 
where the audience gets more 
than it expects. No one can 
remain unmoved by the 
intense scenes of gore - not 
for the easily offended. 
Special “directors cut" edition. 
$19.98 



REDNECK 

ZOMBIES: 

Backwoods hicks 
mistake barrels of 
toxic waste for 
moonshine and become 
tobacco-chewin’ gut 
stompin', cannibal 
kinfolk from hell! 
$ 19.98 



THE TOXIC AVENGER: 

He was 98 pounds of solid 
nerd, until he became the 
Toxic Avenger, the first su- 
per hero from New Jersey. 
The all-time Troma classic 
in a new director’s cut! 
$14.95 Standard Play 
$9.95 Extended Play 



IGOR AND THE 
LUNATICS: A 

frightening, demented 
film. Watch as Igor and 
his pals murder and maim 
in the town that put them 
away. This is the ultimate 
buzzsaw movie. Not for 
the weak of heart 
$14.95 Standard Play 
$9.95 Extended Play 



SURF NAZIS MUST DIE: 

A major earthquake rocks 
the Celifornia coastline and 
out of the rubble comes... 
the SURF NAZIS! The 
beaches are a war zone 
ruled by rival gangs and only 
one person is powerful 
enough to stop them - she's 
Leroy's Momma! $19.98 



KILLER BABE FROM THE 
C.I.A.: Professional assassin 
Drew Fontaine, has a 
personal assignment, to 
avenge the murder of her 
father. She's in a one woman 
war against an evil 
international army, 
psychotic skinhesds, and lust 
crazed lesbian feminazis! 
Starring, written & directed 
by Margot Hope. $90,95 




TROMA'S WAR: Troma's 
masterpiece of sex and 
violence. Aplane full of ordinary 
Tromaville folks wrecks onto a 
small island. A rock singer, a 
used car salesman, a grandma, 
and others fight a powerfui 
army of conspirators to defend 
the world 

$14.95 Standard Play 
S9.95 Extended Play 


BLONDES HAVE MORE 
GUNS: Can two dimwit 
cops solve a series of 
murders involving a 
mysterious blonde 
wielding a chainsaw? A 
riotous comedy that 
parodies the likes of PULP 
FICTION and BASIC 
INSTINCT with razor... er... 
chainsaw sharp wit! 
$69.98 



NUKE ‘EM HIGH 3: The 

Tromaville student body is in 
danger again... and it's not of 
flunking. Tromaville is under 
attack from a subhumanoid 
army led by the evil Dr. Slag 
and his perfectly proport ionad 
partner Professor Holt. On 
top of that, TROMIE The 
Nuclear Rodent Is raging mad! 
S99.9S 



MURDERS: A cult of 


hippies go on a killing 
spree that follows the 
true story of the 
Charles Manson "family" 
murders. Startling hor- 
ror. 


$14.95 Standard Play 
$9.95 Extended Play 






OKi£ATM 


POW TRI- 

UMPH STUDIOS, 
THE STEEL KIT- 
'i'ENS, ASIAN 
HELLCATS, PRIK- 
CE^SOEPAKISTAM 
Reviews, pictorials, 
comics, fantasy 
tigliis and morel 


SHE *7: BIG 

WOMEN IN 
PRISON LSSUE! 
An in-deplh look 
at the girls Ix'hind 
bars with ions of 
reviews and 
photo's! B&W 
with FULL 
COLOR COVER & 
CENTERFOLD! $4 


POW *1: A maga- 
zine exploring the 
world of fighting 
female culture & 
erotica! Reviews, 
pictorials, comics, 
fantasy fights and 
more! $3.50 


SHE *8: 

WOMEN IN 
PRISON I’ART 
TWO. 10 films to 
avoid on your first 
dale! Plus ton's of 
reviews. Pull cf)lor 
cover and 

centerfold. $5 


ORIENTAL CINEMA 

*' 11 . Itic Itihn Wc.ci 
i-Mii-l Mis niiii-.. Iiiv 
Ilk', hi.s leatliiij’ si.iisl 
Plus ( urioiins. super 
lii.’iiii's, kuriH I'll and 
miinskTs. l ull c'dliir 
i.m-r willi h.Xvv 
inU'i Hiis arul lull ciiliir 
ivnU’tlcikl! % [i.im's 
i.iial S5 


ORIENTAL CINEMA 

•5: Ihu ll.iiiK kniiK ORIENTAL CINEMA 
•4: I'hu UcKizilla is- 
sue! Hong Kong ac- 
liun. Mighty 

Mcirphing Rangers, 
.saniiitui T\' shows, 


ORIENTAL CINEMA ORIENTAL CINEMA 

*2: Ihe Rolxhllen. Is- "I: I he Ninia l.ssue! A 

sue! Koboi Idiie. Kimprehensoe look 

Rohocop, Lady j,i \inju movies, 

Haiilecop, linng Kong ('.odzilla, Mliraman, 

aciinn thriller.s Japan’s and Mong 

gianl nionslen., Korean 


ORIENTAL CINEMA 

*3: I lie laekiet.han Is- 
sue healiiring rare in- 
lormation on Jackie and 
Ins niins. Also includ- 
ing I'ltra Kikaider, 
Samo Hung, (lodziila. 


( hell to lolin 
rs, MipciiieKK-s, 



SHE ^6: Hong Kong's 
newesi caiagory III 
starlet JMLIE LEE Plus 
JADE LEUNG, 

YUKARl O.SHIMA, 
MOON LEE. TRACI 
LORDS and MORE! 
BAW with FULL 
COLOR COVER & 
CENTERFOLD! $4 



SHE *5: AI(-ikalone 
of the higge.si stars c)f 
Hong Kong Cinema. 
AMY YIP! Big 
ROBOTRIX lohhy card 
di.splay! MARTINF 
HESWia New COLOR 
CENTERFOLD and 
MORE $4 



SHE *4: The FIGHT- 
ING FEMMFS of the 
WILD WEST! Plus, the 
NFW Queen of Cat- 
egory III Cinema 
YUNG HliNG! News, 
views and reviesv.s! 

$3-50 


•mo '« roUSH AK .«Br rt 



SHE #3: In-depth 
look at Anita Mui. 
Bimbo-Rama 2, 
Jungle Beauty and 
more! Anita Mui 
cover masked & 
unmasked! $3.50 



SHE *2: Pauline 
Chan story, Brigitte 
Nielsen. Nancy 
Kwan. Japan's 
Battle girl. Catfight 
Cinema. $3.50 



SHE *'1: Carrie Ng. 
Catfight Cinema, 'I'hc 
Htl'.s Toiiglie.sc l.adie.s. 
'I'V's Fop Heroines, 
from Emma Peel to 
Wonder Woman. 
$3.50 



DRACULINA MERCHANDISE: PLEASE SEE INSIDE BACK COVER FOR ADDRESS AND POSTAGE RATES! 



NEW! 


GLAMOUR SPOT- 
LIGHT MAGAZINE 


GLAMOUR 
SPOTLIGHT 
MAGAZINE *1: 


GLAMOUR SPOT- 
LIGHT MAGAZINE *3 


LITTLE SHOP OF HOR- 
RORS *13; BfhiniJ llu' 
.sccnL-siin I Ilf mnkmsof 
DRACni.A HAS RLSBN 
i-ROM rm; cikavi:, 
TASTHTHRIU.(X)nol' 
DRACl'I.A and SCARS 
OF DRACULA. I3'i 
pages, color co\’er and 
cenlcT scx'iion. $8 


MIDNIGHT MARQUEE 

*51: A do-il yniir>.dr 
gviidiuiFIving SaiiccT,s, 


MIDNIGHT MARQUEE 
*50: Son of Kong. In 
Awe and Wonder of Fxl 
Wood, My Life a.s a 
IlideoiLs Sun Denion, 
Nighi of die Living IX-ad 
Birth of a 
Contemporary Horror 
Film, Below ilic Surface 
of the Mole People - an 


,\lixlel Hireiiory, 
layoul' ( Fashio 


Model. Directory, Pho' 
layouts t Fashioi 
Figure), listing of iii 
plinto s|nx>ls and mo; 
in tlii.s Lsi edition. , 
pages, l-siw - $5 


interview with Cynthi 


.•k. 100 pages total. 


Get your PSYCHOTRONIC from 
DlfACUUNA! Itach issitc is 88 pages with a 
fitll color cover • stuffed with interviews, re; 
views anti a lot of other cool stuff! 


NEW! 


PSyCHOTRONIC 
VIDEO ^23: 

Andrew 
Robinson, PfUty 
McCormack, Ro!> 
ert Ginty, Clint 
Howard, and 
would you be- 
lieve it- more! $4 


PSYCHOTRONIC 
VIDEO *24: 

JUvS I' IN! James 
Karen, Julie Ege, 
John Cardas, larry 
Buchanan, tons of 
review^ lOOptiges! 


PSyCHOTRONIC 
VIDEO *22: 

Dolore.s Fuller, 
Christo plier 
Mitchum, Don Wil- 
son, L,Q. Jones pan 
2 and (you gues.sccl 
it) more! $4 


etillection frustrated 
writers and pivsed off 
artistsget together_ well. 
It gets MFAN! Gel the 
first i.ssuc of thus 
magazine ,sized ecimic 
that rips ;ip;iri FRIFNC^ 
take.s a liiok at movie 


PSyCHOTRONIC 
VIDEO *20: Bruce 
Griover, June 
Wilkinson, William 
Lustic, plus tons 
more! $4 


PSyCHOTRONIC 
VIDEO *21! Dean 
Slockwcll, Bruce 
Glover psirt Z 1. Q, 
Jones, and more! $4 


ind iusi takes a ,MF.AN 
.a)K AT I.IFH $3 


HEROES ON FILM *1: 

linm HAT-MAN lo 
,\IK,HIV MORI’IIIM; 
POWIiR RANGFRS! .Su- 
perheruesund super hens 
inesof mrwiesandTV! S4 


HEROES ON FILM *S: 

Miglilv Miirphing I'ower 
Rangers! Gurgeuus Hen. 


HEROES ON FILM *3: 


PLAVGORE: Digest 
size book on the 
•making of 

G O R G A S M . 
GOROTICA lS: GORF. 
WHORF., S-i 


BETTV IN 

BONDAGE: Digest 
size collection of 
Hetty P:ige liondagc 
sliots. SIO 


6IALLO PAGES *1: 

IMPORTFI) I l<ii\l 
liNGI.AND! I•ir.^l issue 
eriniains; DARIO 
ARCFNTO, I.I CK) 
IRI.CLMICIID.FSOAVl 
and DAVID WARBlXiK 


THE MANIAC 
SHOPPER *1: A 

colleciion of vitleo ek: 
magazine reviews, 
Ma.ssive collection of 
iiniisiuti Hems for , sale 
from various 
companies and 
inillviduaLs! $4 


Wrcsilcrsl lapamse 
sJ And llif greatest 
if the llunfi Kong, 


FOCUS: A digest size publication featuring your favoirte Scream Queens. 


Fe-aiure nn MARIANO 
BAINOS DARK 

WATFRS.se'xt PDWHiF 
n-NFCII prohkxJ. Film 
and IxKik rexiews S6 


TITANESS «1: When the 
top fashion models of the 
world have been kidnapped 
by the Purple Sage, Titaness 
IB called in for the rescue. 
S8.95 


#3: Debra Lamb 

$4 


# 2 : Brinke 
Stevens - $4 


#1; Melissa 
Moore $4 






SPFX #3: Interviews 
with Ray Harryhausen, 
Jim Danforth and 
Michelle Bauer. A look 
at THE TIME 
MACHINE and 

MIGHTY JOE YOUNG. 
Sci-Fi Movie Props, B- 
Movie Favorites, SPFX 
news with lots of rare 
photos. $6 




SPFX #4: Interviews 
with Ann Robinson, 
Gene Fowler Jr, Gloria 
Talbott, Ben Chapman, 
John Phillip Law, William 
Stout, Plus a look at 
WAR OF THE 
WORLDS, ITHE 

ANDROMEDA STRAIN, 
CREATURE FROM THE 
BLACK LAGOON and 
more! $6 


DRIVE-IN CINEMA 

#1: A look at Al 
Adamson, The 
complete NIGHT OF 
THE LIVING DEAD 
retrospective, a look 
at the HOUSE OF 
HAMMER with Yutte 
Stensgaard 
centerfold, Tim Ritter 
and much more! $6 


#1: Becomind a film 
pro using low cost 
equipment, making of 
NIGHT OWL, 

interview with Bill 
Hinzman, the selling 
of QJ and SPFX 
wizard Vince 

Guastini. S6 



#4- 48 PAGE CATALOG 
at the printers now, 
available soon! Full of new 
magazines, comics, videos, 
books, imports and muoh, 
much more! All for $2 or 
get it ABSOLUTELY FREE 
when you order any 
□RACULINA items from 
this ISSUE! 



GET THE ENTIRE CATALOG ON OUR NEW WEB SITE! 
Includes more VIDEOS, MAGS, BOOKS, 
TRADING CARDS and MORE! 

Also, the DRACULINA ON-LINE MAGAZINE! 

Come visit us at; 

www.draculina.com 


ALL ITEMS ON PAGES 33-40 (and Inside front 
cover) ARE AVAILABLE FROM DRACULINA! 

ORDERING INFORMATION: 

OUR GOAL IS TO BECOME THE ULTIMATE MAIL OR- 
DER COMPANY! We’ve added even more VIDEOS and PUBLI- 
CATTON.S to this issue! Make sure to look over pages 56-64 (and back 
cover)carcfiillv to find NEWSTllFF! 

DRACULINA DIRECT CATALOG: Thiscatulogisrevised quar- 
terly. Issues will be sentoutfreewithanyorder we receive. If you 
wish toobtuin just a catalog please send SI (includes postage). You 
can now pull the catalog upon the internet at; 

http://www.draculina.eom 

ORDERING BY CREDIT CARD: 

We accept MaslerCiard and Visa. Make sure you include your card 
number and expiration date. Send your order through the mail or 
you can FAX us at 618-659-1129 or verbally place your order at 618- 
659-1295 or e-mail us at dracdirectSktol.com. 

FAST SERVICE: We do everything in our power to fill orders 
immediately In some instance.s delays can happen such as with 
ADVANCE ORDERS or if w'c run out of material supplied by an- 
other source, such as with video tapes and publications purcha.sed 
from other publishers. Unlike most mail order companies, we do 
not sit on orders letting them accumulate before we buy our mer- 
chandise from outsidesourccs. We keep a supply on hand to handle 
the orders. In some instances, the demand can exceed the supply 
and restocking the inventory can cau.se a delay In such a case, you 
will he notified - although most delays are very minimal 
(depending on the .source of origination). 

BE SURE TO ADD POSTAGE TO ALL ORDERS! 


POSTAGE: 

U.S., CANADA & MEXICO ADD: 

1 maga/ine = S2 

Add .75 for each additional magazine. 

VIDEOS: $3.50 for first, Sl,5() for each addititinal. 
BOOKS: S3 each 
FOREIGN AIR-MAIL: 

Magazines = $3 for first, Sl.75 for each additional. 
VIDEOS and books $7 for first. S5 for each additional. 




MINIMUM CREDIT CARD ORDER IS $25! 


Credit card holders can fax their order to; 618-659-1129- 
Or call order in to; 618-659-1293. 

E-mail your order to: dracdirect@aol.com 
Make all checks & m.o.'s payable to: DRACULINA 
send to: 


DRACULINA 


PO BOX 587 
GLEN CARBON, IL 
62034 



SPECIAL LIMITED EDITION RELEASE! 

TENDER iiM Tiv 


V. 


FLESH 


Starring 
Monique Parent 
Lina Romay 
Amber Newman 
Aldo Sanbrell 
Analia Ivars 
Alain Petit . 
air jy ) 

JESS 
FRANCO 


BROOK EDWARDS PRODUCTIONS is proud to present 
a Special Collectors Package of TENDER FLESH. Limited 
to 250 editions, each containing; 

TENDER FLESH [complete unedited version^ 

BON APPETITE; THE MAKING OF TENDER FLESH 
EUROPEAN TRASH CINEMA SPECIAL on JESS 
FRANCO with complete transcription of a 4-hour inter- 
view 

DRACULINA #29 with information behind TENDER 
FLESH as well as an interview with lead actress AMBER 
NEWMAN 

100-PAGE BOOK WITH THE COMPLETE SCRIPT AND 
PHOTOS FROM THE MOVIE (note: This book is being 
made exclusively for this collectors edition pack and cannot 
be purchased any other way). 

All of this material is boxed together with special artwork 


signed and numbered by JESS FRANCO himself, accompa- 
nied by a certificate of authenticity signed by producers 

KEVIN COLLINS and HUGH GALLAGHER. 

ADVANCE ORDERS ARE NOW BEING TAKEN! 
RELEASE DATE: SEPTEMBER 5, 1997! 

Exclusively available from BROOK EDWARDS PRODUCTIONS 
Special limited 250 TENDER FLESH COLLECTORS EDITION 

is available for $100 (plus $5 shipping). Send to: 




2216 TROY ROAD #256 
EDWARDSVILLE, IL 62025 






... well hurry up, I don’t see 
all those ads 


have to scan 
of time! 


The Dregs 

Doing what’s right despite the cost 


